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MESSAGE 


I am happy to know that the Utkal University of Culture is 
publishing a book on “Jayadeva and Geeta Govinda”. 


Jayadeva is regarded as the pioneer among the Sanskrit poets of 
medieval age who dedicated himself to portray divine love through lyrico- 
dramatic composition of poetry. He hailed from a small village “Kenduli” 
in the then undivided Puri district({now in Khurda district). He was a 
personality who surrendered himself to the cult of Govinda (or Jagannath) 
and composed a galaxy of songs in Sanskrit language which were 


subsequently recognized as Geeta-Govinda. 


The efforts of the Utkal University of Culture in organizing a 
Seminar on Geeta Govinda and subsequently in publishing a book with 
papers presented by learned scholars, are laudable. I hope, the book will 


be of immense help and use to the academic community. 


ed 
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PREFACE 


Jayadeva is a celebrated poet of Orissa, living in the twelfth 
century. His Gitagovinda has influenced scholars, inspired poets and 
baffled critics. 


* There is a lot of controversy about Jayadeva’s birthplace. Finally 
the argumentation is between Orissa and Bengal. In Orissa there is a 
village called Kendu-Bilva or Kenduli in the Prachi valley not very far 
from Puri. There are lots of Madhava temples around that place. 
Jayadeva has eulogized Madhava. As far as Bengal is concerned, there 
is a place newly named Kendhli on the bank of the river Ajaya, where 
a mela called Jayadeva Mela is held every year. In the ancient records 
there is no village named as Kenduli. Based on these and certain other 
arguments the famous Bengali scholar Sukumar Sen categorically states 
that Jayadeva is from Orissa and not from Bengal. \ a 


Jayadeva is intimately associated with the Jagannath temple at 
Puri. The legend goes that one Purushottama of Ganga dynasty wrote 
a Gitagovinda and claimed that his book rather than Jayadeva’s 
Gitagovinda should be read before Jagannath every evening. It was 
God’s wish that it is Jayadeva’s Gitagovinda, which is superior in 
quality and should be sung in accompaniment to dances. However, one 
sloka each from Gajapati’s book should be added to the 12 chapters of 
Jayadeva’s Gitagovinda. In 1500 AD, the Gajapati King Pratap Rudra 
Dev recorded his proclamation authorising the recital of Jayadeva’s 
Gitagovinda in temple service. 


It was a time when Vaishnavism had crystallised as a point of 
conflict among the Bengali and Oriya Vaishnavas. In Bengal there was 
emphasis on parakiya (extra-marital love) and in Orissa swakiya (love 
to the married wife). Since marriages in those days were performed 
under social sanctions, permission of the elders was a necessary feature. 
But in parakiya it was a question of secret love and there was no 
necessity of permission from the elders. In the first verse of Gitagovinda 
Jayadeva writes. 


ittham nanda nideshataschalitayoh 
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This means they (Radha and Krishna) leave at Nanda’s order. This 
clearly shows that their love play is not according to the parakiya cult. 
This is a strong internal evidence that Jayadeva was influenced more 
by his home tradition, the Oriya tradition, while writing about the 
immortal love theme of Radha and Krishna. The influences which 
stimulated the creative genius are as important as the birthplace. a 


\V/ Inhis Sarvanga Sundari Tika of 1307, Kaviraj Narayan Das wrote 
that Jayadeva was from the village Kendu-Bilva. Chandradutta of 
Mithila in his Bhaktamala, written in 1703, said that Jayadeva was 
from a village near Puri. Naba Das in his Bhaktimala also held that 
Jayadeva is from the village Kendu-Bilva near Puri. \ / 


Gitagovinda has been translated into English by many scholars, 
best of them being perhaps the translation by Barbara Stoler Miller 
(1977). She has tried to capture the Sanskrit rhythm in English. 


Gitagovinda is sung in temples of Kerala and known as ‘Sopana 
Sangita’. It is also sung in Devi-Pithas in Orissa and outside. There 
are many palmleaf manuscripts where the love episodes have been 
etched on palm leaves. Jayadeva’s language is so simple that many a 
time it reads like Oriya. It is one of the unique creations of Jayadeva 
which has enriched the cultural life of India. 


The Utkal University of Culture held a Seminar on Jayadeva’s 
Gitagovinda. The papers presented there are offered to the public with 
the hope that it brings the creative genius of Jayadeva to a larger 
audience. 


Bimalendu Mohanty 
Vice-Chancellor 
Utkal University of Culture 
Bhubaneswar. 
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JAYADEVA AND GITAGOVINDA: 
THE ISSUES AND PROBLEMS* 


Trilochan Misra 


We are thankful to Utkal University of Culture and its dynamic 
Vice-Chancellor Dr. Bimalendu Mohanty for organising this Seminar 
on the celebrated poet-saint Jayadeva and his immortal creation 
Gitagovinda. Jayadeva is an epoch-making trend-setter among the 
Sanskrit poets of the medieval past, and his single monumental work 
is a highwater mark in the realm of devotional poetry. A consecrated 
account of divine love portrayed in terms of human passion (sringara) 
and presented according to the canons of Indian aesthetics, Gitagovinda 
is significant in several ways. It is a unique model of lyrico-dramatic 
composition (gitfakavya) and a masterpiece of the musical mode known 
as prabandha. The theme is the earliest formulation of devout love 
(prema bhakti) in accordance with the Vaishnavite tradition. The love 
play of the cosmic duo Radha and Krishna symbolises the human soul’s 
yearning for the Divine, tending towards a unitive experience. 


The present Seminar on such a phenomenal work involves 
consideration of various issues related primarily to its socio-cultural 
background, mystic love theme, sensuous exposition and spiritual 
import. There are a couple of outstanding problems too, like the poet’s 
homeland, the propriety of eroticism to the poetry of devotion, etc. 
which deserve special attention. For sake of a systematic study of such 
issues and problems we may classify them broadly under three heads: 


L. ‘the background issues--historical, biographical, philosophical 
and socio-cultural; 


II. literary values of the poem relating to its theme, form, music, 
structure and style; and, 


III. the impact on art and society in respect of literature, music, 
dance, painting, architecture and culture. 


*The Keynote Address 
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Date of the Poet and the Poem 


It is now unanimously accepted that Gitagovinda was composed 
in the second half of the 12th century AD. The poet Jayadeva, son of 
Bhojadeva and Rama Devi of the village Kenduvilva, as told in the 
text, was a saint dwelling with his danseuse wife Padmavati in the 
vicinity of Lord Jagannatha in Purushottama Kshetra. He was an 
accomplished Sanskrit scholar, a devout Vaishnava, a skilled poet and 
an adept in music. While he wrote and sang the lyrics of his poem 
Gitagovinda, she danced to the tunes. The remaining details about the 
poet, based on legends, historical records, commentators’ notes and 
hagiographical accounts, are clouded in mystery. 


External evidences go to support the date of composition to be 
between the 50s and the 60s of the 12th century. Such evidences 
include: (a) the existence of the poem’s earliest commentary, Bhava- 
bibhavini Tika prepared by Udayanacharya, a contemporary of Raja 
Raja Deva II (1170-90 AD) of the Ganga dynasty; (b) incorporation of 
a few slokas of Gitagovinda in Sridhara Das’s Saduktikarnamrita, the 
date of which has been accepted as 1205 AD; and (c) references to the 
poet and the poem in Prithviraj Raso of Chand Bardai, a work of the 
early 13th century describing the battle of Tirori (1192 AD). 


The Poet’s Homeland 


Identification of the poet’s village Kenduvilva occurring in the 
signature verse (III,10) poses a problem, originally complicated by 
regional patriotism. There are three different traditions claiming 
Kenduvilva or modern Kenduli to be located in Orissa, West Bengal 
and Bihar. The first identifies it as the historic village Kenduli on the 
bank of the Prachi river in Puri district, presently included in the newly 
created Khordha district. The second tallies it with a village Kenduli 
on the bank of the river Ajay in Birbhum district of West Bengal, where 
a fair called ‘Jayadev Kenduli’ takes place annually. The third claims 
it to be the village Kenduli near Jenjharpur in the Tirhut region of 
Bihar. While the third claim has almost faded out by now, the 
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controversy between the first two remains a diehard problem, although 
it has been incontrovertibly proved that the poet belonged to Orissa. 


The problem originated in an ambiguous reference regarding the 
provenance of Gitagovinda made by William Jones(1746-94), the first 
English writer on the poem, in the 18th century. In his two articles, 
‘On the Musical Modes of the Hindus’ and ‘Gitagovinda, the Songs of 
Jayadeva’ (1784; published in Asiatic Researches, Vol.III, 1799) he 
stated that the poem must have originated in a southern state and that 
people believed it to be Kalinga. However, in spite of search at different 
places outside Orissa (for Orissa at that time was not a part of British 
India) he could not ascertain the place. In his preface to the English 
translation of Gitagovinda (published by Upendranath Das, Calcutta, 
1894) he wrote about the location of Kenduvilva thus: ‘ ‘Since there is 
a town of similar name in Burdwan, the natives of it insist that the 
finest lyrical poet of India was their countryman.’’ This was by no 
means an assessment, but a passing reference to a popular aspiration 
of the day. The ambiguous reference was repeated as such by the French 
indolgist C. Lassen in his introduction to the Latin translation of 
Gitagovinda (Bonn, 1836). Subsequently the information on its face 
value was accepted by Edwin Arnold in the introduction of his book 
Indian Song of Songs (London, 1875) though with a footnote ‘Locality 
is doubtful.’ As time passed, the information assumed acceptability 
while the footnote lost attention altogether. 


Jayadeva’s regional identity was an exciting question in the 20th 
century. Scholars from Bengal like Harekrishna Mukhopadhyay, P.K. 
Dasgupta and the national professor Suniti Kumar Chatterji (who was 
not unaware of the correct position as related by Banamali Rath in his 
article in Odisara Kavi Jayadeva, Orissa Sanskruti Parishad, 
Bhubaneswar, 1986) insist on Jayadeva’s Bengal origin. The arguments 
advanced by such scholars centre round four major grounds — (a) an 
association of Jayadeva with the court of Lakshmana Sen, king of 
Bengal, inferred from the verse in Gitagovinda, namely vachah 
pallavayati, etc.(I, 3), which is but a common poetic convention; (b) 
the account in Banamali Das’s Jayadeva Charita of the 16th century, 
first published in 1801, which is a fictional tale full of contradictions; 
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(c) an inscription seen by Sanatan Goswami on the lintel of the assembly 
hall of Lakshmana Sen in his capital Nadia, which does not stand 
authentication and (d) the observance of an annual fair ‘Jayadev 
Kenduli’, which is a mela of the Baul sect, who do not adhere to the 
Radha-Krishna cult. It may be noted that the word kenduli derived from 
Bengali ‘kandal’ has its double meaning, the plain meaning of conflict 
(kalaha) and the metaphysical one of communion (dwandwa), the latter 
leading to the connotation of get-together, hence, fair. In fact, Sukumar 
Sen’s opinion in this regard (expressed in his Bangla Sahityer Itihas, 
Part I, Calcutta, 1967: 40-41), that there neither is nor was a village of 
the name Kenduli near by and that it is but the name of a fair of the 
Bauls, is relevant. 


Evidences regarding the Orissan origin of Jayadeva are formidable 
and factual; they are too many to be enumerated here. Very likely, the 
subject will be discussed in some papers in this seminar at length. So, 
it will suffice for us simply to reflect the opinion of the scholarly world. 
In addition to the Orissan scholars like Kedarnath Mahapatra, 
Satyanarayan Rajguru, Kalicharan Pattanayak, Nabin Kumar Sahu, 
Nilamani Mishra, Bhagaban Panda, Brundaban Acharya, Ajit Kumar 
Tripathy and others, those from outside who uphold this view include 
the likes of Sukumar Sen (Bangla Sahityar Itihas, op. cit.), Asutosh 
Bhattacharya (The Prajatantra, Cuttack, 15.4.69), Baladev Upadhyay 
(Sanskrit Sahitya ka /tihas, Varanasi, 1987, : 611), Parsuram Chaturvedi 
(Uttar Bharat ka Sant Parampara, Allahabad, 1964), H.Hirachand 
(Preface to Gitagovinda, Bombay, 1865), Govindan Nair (The Indian 
Review, Madras, 1942, quoted in Banamali Rath’s article cited above) 
and Thomas Donaldson (Kamadeva’s Pleasure Garden Orissa, Delhi, 
1987: 364 - 77). 


The village Kenduvilva occurring in the signature verse has been 
glossed by commentators like Narayan Das, author of Sarvangasundari 
Tika, Rana Kumbhakarna of Rasikapriya Tika and others as 
Kendubilvakhya sasana. ‘Sasana’ implies an Orissan Brahman village, 
for ‘sasanas’ as Brahman villages were instituted by the Orissan kings 
commencing with Yayati I (922-55 AD). 
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Hagiographers all over the country through centuries in the lives 
of saints written by them have invariably identified Jayadeva as 
belonging to Utkal, ie. Orissa. The identification has been made by 
Nabhaji of Rajasthan in Bhaktamala (1581), Chandradatta of Mithila 
in Bhaktamala (c.17th century), Mahipati of Maharashtra in 
Bhaktavijaya (1685), Krishnadas of Bengal in Shri Bhakatamala (18th 
century) and of course, Ramdas of Orissa in Dardhyatabhakti (18th 
century). 


The recently discovered work Vaishnava Lilamrita of the medieval 
poet Madhaba Patnaik, edited from the available manuscripts, is a 
valuable source of historic information. A contemporary of Sri 
Chaitanya and Rai Ramananda, Patnaik devotes chapter II of the work 
to an account of Jayadeva which establishes him on firm footing during 
the reigns of Kamarnava Deva (1147-56) and Raghava Deva (1156- 
70) of the Ganga dynasty. The account corroborates our existing 
information about the poet. It may be mentioned that Kedarnath 
Mahapatra has fixed the date of Gitagovinda around 1150 AD since 
Kamarnava Deva used to recite from it before taking his breakfast, 
while Satyanarayan Rajguru assigns the literary composition to the 
reign of Raghava Deva. He also identifies the ‘Sadhu Pradhana’ in 
Raghava Deva's Lingaraj temple inscription as Jayadeva. 


The ocular proof of Jayadeva's regional identity is the actual village 
Kenduli in Balianta P.S. near Pratap-rudrapur Sasan in the Prachi 
valley. The valley is teeming with temples and ancient relics of different 
cults, especially Madhava cult. Excavations by Kedarnath Mahapatra 
et al. at the site in Kenduli have unearthed archeological findings of 
the 10th and 11th centuries including two Madhava images and three 
other Vishnu images which are preserved in the museum of the village, 
known as Jayadeva Cultural Centre. Among other notable vestiges 
regarding the poet's native place are--the inscription on the lintel of 
Jogeswari temple, Jaya Jayadeva Hare 1112 (ie. 1190 A.D), which is 
suggestive of the nature of a memorial; a statue of a standing male 
ascetic in Akhandaleswar temple about three km away at Pratap- 
rudrapur, which is worshipped as Jayadeva’s, and the annual Triveni 
festival held on Magha Amavasya (dark moon) day at the confluence 
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of the rivers, Prachi, Kushabhadra and Dhanva, the antiquity of which 
is traced to the 13th century. 


To cap all, there is the proof of old revenue records. Orissa 
Sanskruti Parishad, Bhubaneswar, in its publication Odisara Kavi 
Jayadeva (op.cit) has made available a few revenue records of the 
village Kenduri(li) sasana under pargana Kothadesh, P.S. Balianta from 
1914 onwards, which prove the historicity of the village. 


The evidences in support of Kenduli as the native village of 
Jayadeva are conclusive. They enforce the impression that to see is to 
agree. In comparison with such conclusive actuality all devious 
interpretations appear fatuous. 


The Spirituo-cultural Ethos 


The 12th century was a turning point in the cultural history of 
Orissa. It is marked by the confluence of diverse religious creeds, 
philosophical viewpoints and literary genres and styles. 


In the field of religion Brahmanism, Buddhism, Saivism, Saktism, 
Vaishnavism and the tribal creed turned towards a point of synthesis 
through the Jagannath cult during this period. From the time of the 
Sailodbhava Kings (615-735 AD) the Brahmanical cult of Krishna 
Vasudeva in the from of four-handed Madhava, spread along the Prachi 
Valley, had existed side by side with Buddhism and Saivism. The 
Bhaumakara period (736-950 AD) saw Buddhism especially of the 
Mahayana sect, merging in Saivism and Saktism, leaving Tantricism, 
however, to continue. The Somavamsis (982-1110 AD) supported their 
family religion of Saivism, but extended patronage to other sects 
including the upcoming Vaishnavism. The Gangas who ruled after 
them were initially Saivites, but soon they emerged as liberal 
Vaishnavites under the influence of philosopher saints like Ramanuja, 
Nimbarka and others. At the advent of Ganga rule (1038 AD) in Orissa, 
the different sects had sway over their respective adherents and the 
field was opportune to synthesize them by incorporating the best 
features from each creed, which accounts for the evolution of Jagannath 
cult through the line: Vasudeva-Madhava-Vishnu-Krishna-Jagadisha- 
Jagannatha. 
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In terms of philosophy the evolution was from rituals (karma)to 
unitary consciousness (jnana) and therefrom to devotion (bhakti). 
Institutionally Sankara was the propounder of the sixfold worship 
(Shanmata-prasthapaka), but philosophically he propounded the 
concept of Advaita. Based on unitary consciousness of Brahman, it 
leads to liberation, but leaves no room for enjoying divine 
bliss(ananda). It was time, therefore, to think of a distinction from 
Brahman in order that on account of separation the soul may yearn for 
union through devotion and thus enjoy the bliss of divine love. Out of 
such a radical consideration was born the cult of Bhakti, expounded 
by the Sri, Sanaka, Brahma and Rudra sects. They accept devotion not 
only as a means, but an end in itself. Of all types of devotion, the 
highest form, as Rai Ramananda answers to Sri Chaitanya, is the love 
of Radha-- totally identifiable, personal-cum-spiritual and selfless love 
of God as the beloved bridegroom--known as ‘prem-vilas-vivarta’. The 
path for the Bhakti cult was first laid by Ramanuja who came to Puri 
in the 11th century. Under the patronage of Chodaganga who had also 
come from the South he introduced the Vaishnavite form of worship 
of Lakshmi-Narayana according to the Sri Sect. He was followed by 
Nimbarka who came down from Vrindavan only a few years later. His 
visit was the most influential force at the time of Jayadeva, for it is he 
who introduced the worship of Radha-Krishna, the duo representing 
supreme love and supreme will respectively. 


Except a stray mention in Hala's Saptasati, Radha finds no mention 
in Sanskrit literature, not even in Shrimad-Bhagavatam. While R.C 
Majumdar says that Radha was probably a Bengali innovation. 
Paramananda Acharya maintains that Radha originated in Orissa 
(‘Radha-Krushna Murtipujara Itihasa’ in Odisara Pratnatattva O 
Anyana Prabandha, 1969: 40-4). It cannot be argued that the concept 
of Radha came from Bengal for throughout the 12th century following 
Chodaganga's conquest of Bengal and in its wake Vijay Sen's 
endeavours to avenge the insult, the border between the two countries 
remained sealed. In fact, we do not hear of Radha-Krishna love in 
Bengali literature until the time of the Vaishnava poets Vidyapati and 
Chandidas of the 15th century. Obviously Radha as Krishna's consort 
is Jayadeva's creation. And it is the culmination of the Orissan tradition 
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dating from the. 7th century AD as traceable in Venisamhara, an Orissan 
work (A Descriptive Catalogue of Sanskrit Manuscripts, Vol. II) 


In the domain of literature the 12th century marks the advent of 
the Vernacular Age. It was the time when classical Sanskrit with its 
serious, non-secular themes and rigorous style started losing hold on 
the elite and Vernacular literature began gaining attention instead. Yet 
it was too early for the latter to replace Sanskrit. The solution, therefore, 
was a simplification of the classical Sanskrit with a tilt towards 
vernacular idioms and diction. The Orissan lexicographer Purshottama 
Deva of 9th century in his Sankrit lexicon Trikandasesha had shown 
the way how to enlarge Sanskrit vocabulary by sanskritising common 
Oriya words such as bata (way), chala (thatched roof), gachha (tree), 
etc.. Sriharsa of the 10th-1 1th century AD, also assigned to Orissa (A 
Descriptive Catalogue of Sanskrit Manuscripts, Vol.II), had earned 
reputation for soft and sweet diction in his Naishadhiyacharita. It was 
now necessary to take one more step forward. And Jayadeva did it. As 
against puranic themes he selected a pet theme of devotion presented 
as amorous dalliance (Vilasakala) in soft and smooth diction (Komala- 
kanta-padavali) 


Incidentally he leavened his Sanskrit with vernacular words and 
usages, for instance, ‘'ganjana' (I, 19) , ‘khelana' (1,40), 'hasana' (I1X,36) 
and many more. 'Ganjana' from the root gaji (Paninian Dhatupatha, 
No.247) implies 'to make sound' (sabdarthe). In Gitagovinda it has 
been used in the specific Oriya sense 'to subjugate' as in the Oriya 
epithets vairiganjana, darpaganjana, etc. A shift in meaning is also 
current in Orissa and Bengal meaning to torture (eg. nananda ganjana), 
but that precisely is not the sense in Kaliya bishadhara ganjana. 
Similarly 'khelana' from the root khel/r (No. 538) means to walk 
(chalane), while the sense here is to sport, from whence comes the 
modern connotation. 'Hasana' (No.721) means to smile, whereas it has 
been used in the sense of mocking. So also there are adjectives and 
nouns. The adjective 'dhira' in dhirasamire (V.8) means slow or gentle. 
The usage is not Sanskrit but apabhramsa. The adjective chanchala 
(V.18) meaning ‘fast’ has no frequency in any language except Oriya. 
In fact a linguistic and semantic study of the diction of Gitagovinda 
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will be a rewarding exercise in assessing the impact of Prakrit and 
Apabharamsa on Sanskrit in the 12th century. 


HH 


The Theme and Treatment 


Gitagovinda is an allegory of love. It deals with the theme of 
religious love in its varying potential. The title indicates the theme. 
Of the many epithets of Krishna used in the body of the text (Hari in 
38 places, Madhava in 9, Krishna in 7 and Kesava in 5 places, each 
followed with repetitions, but Govinda in 5 places- II, 19; V, 17;VI, 1; 
XI, 23; XII, 21 and without repetition), it is significant that the poet 
chooses the last one for his title. Besides the pleasing alliteration, the 
epithet has at least three well-known implications. As suggested by 
the root word ‘gopendra’, eg. the chief cowherd, Krishna is an 
embodiment of strong, youthful reciprocal love for the gopis, with a 
general passion (sadharana pranaya, 11,1) for all as well as an exclusive 
intense passion for the sensitive beloved Radha, which is the central 
theme. Secondly, the epithet implies the protector of cattle (gavadisu 
vinde samjnayam-Panini). In this capacity Krishna has encompassing 
love for the cows and, of course, of the natural elements--forest, lake 
and mountain--which he did safeguard in his adolescence. Thirdly, as 
the name further suggests (govir vedavakyaih vidyate jnayate iti 
govinda) he is the Comsic Entity known through Vedic literature 
playing as the Creative force in unison with the prime energy 
(adyasakti), which is the blissful energy (hladini sakit) too. The theme 
encompasses all these aspects. 


The opening verse is a befitting introduction to the panoramic 
theme. While the aesthetic setting is exquisitely etched in the single 
line, meghairmeduram....(1.1), the complex psychic, erotic and religious 
background is compactly enforced in 1.2. The symbols of the descending 
night, the fearing lad, his maidenly guide and the mystic home suggest 
the physical, erotic and mystic layers of meaning of the select pair's 
secret love (rahah kelaya). 


The first song on the ten incarnations of Vishnu is not a mere 
invocation, but also an integral part of the love theme. It outlines 
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Krishna's love as Vishnu (for Jayadeva considers him as such) towards 
the univresal creation in the broad cnavas of space and time. This is 
the protective love of the Creator for His creation. Thus, the dasavatara 
song serves as the religious background against which the poet proceeds 
to depcit the personal God's love of the common humanity personalised 
as 'gopis' and for the exclusive devotee in the form of Radha. 


Jayadeva presents God's love of man and vice versa in the form of 
a metaphor, namely man-woman relationship. The metaphor is implied 
in the Vedas and appears clearly in the Vedanta: 


As a man embraced by his dear wife knows no difference between the inner 
and the outer worlds, so does the self in union with the Supreme Self. 


-Vrihadaranyaka Upanishad, IV, 3,21 


Presentation of religious devotion as an amorous concept is 
common to all metaphysical poetry. The field for the same had been 
prepared long, long ago in Orissa by the Madhava cult through the 
images of the cult hero Madhava prsented as lover (priya), 
handsome(sundara), seductve(/alita), all in the Prachi Vallely. 
Madhava as the youthful aspect of Krishna Vasudeva is obviously 
susceptible to the Gopivallabha sect. 


Man-woman love may be general and extensive, or individual and 
exclusive. Jayadeva has treated both. Further, such love can be marital 
(swakiya) or extra-marital(parakiya). Unlike the Vaishnava writers of 
the later period, Jayadeva has transcended such distinction. In the 
opening verse he cleverly states that Radha and Krishna proceeded to 
the river bank at the direction of Nanda. Radha is no parakiya heroine 
in Gitagovinda, her love is pure devotion, no indulgence. 


The poem enacts the spiritual theme of the individual soul's pursuit 
of love. Metaphysically speaking, it is an inter-play between jivatman 
and paramatman, the former eager for the union, the latter, depending 
on the former's solicitude, condescending to bestow His grace. It is a 
mutual process. The poetic action in Gitagovinda begins in Canto II, 
Song 6, where the love-stricken Radha asks her confidante to bring to 
her Kesi's sublime tormentor. Her realisation of Krishna's love (which 
is the poetic vision in this poem) comes in Canto XI, Song 22. Here 
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she discerns her own passion reaching the soul of Hari's mood. Like 
Arjuna's vision of Viswarupa, in the Gita, this is Radha's vision of 
Viswaprema based on reciprocity. She no longer minds Krishna being 
loved by and loving the gopis. She extends her own love exclusively 
to him and in so doing receives his. We learn that Supreme love of 
which Radha(literally meaning purity and success) is the type, is no 
free will but self-surrender. Once man's finite desire is subsumed in 
the infinte will of God, the human soul begins to realise the divine 
grace descending on it. Canto XII is an epilogue, the poetic account of 
the ecstatic triumph of the lover and the beloved. 


In literary presentation of the theme Jayadeva follows the canons 
of poetics supplemented with those of erotics. Aesthetically the sthayi 
rasa is sringara comprising the separation and union types with the 
attendant and diverting sentiments; the riti is a blending of vaidarbhi 
and gaudi with the latter dominating and the predominant gumnas are 
madhurya and prasada. Jayadeva’s Krishna is a nayaka of the dhira- 
lalita type with his varying psychic conditions defined as joyful 
(samoda), careless (aklesa), bewildered (mugdha), tender (snigdha), 
etc. indicated in the heading of the cantos. The conditions of Radha as 
nayika, summed up at the canto ends are: expectant (vasakasajja, VI), 
deceived (vipralabdha,VII) enraged (khandita, VIII), remorseful 
(kalahantarita, IX), sensitive (manini, X) and self-confident (wadhina- 
bhartrika, XII), all stages except prositabhartrika. 


For Jayadeva love as portrayed is bodily love, though the 
implication is metaphysical. The details of bodily descriptions, gestures 
and actions of the lovers and even the amorous play are portrayed as 
prescribed in erotics. The practice had continued to be an accepted 
convention in oriental poetry, but described with propriety as in 
Kumarasambhava and Meghaduta of Kalidas. But Jayadeva’s 
contemporary Govardhanacharya followed the practice in Aryasaplasati 
in the way of Jayadeva, which raises the question of propriety. 


Propriety of Eroticism 


Propriety has to be judged both in relation to poetic presentation 
as well as artistic communication of emotion, ie. rasa. 
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(a) As regards erotic presentation Jayadeva oversteps propriety at 
places. By way of defence it can be said that the poem is not merely a 
form of literature, but a composite art form combining graphic poetry 
with lilting music and delectable dance. So, the total performance is 
impressionistic, which creates as usual a distancing effect of the verbal 
significance. Secondly, since the dramatis personae are divine 
characters rather than secular figures, the audience unlike in realistic 
drama do not mentally identify themselves with these characters. So, 
what would have been sex stimulating in secular presentation becomes 
spiritually sublimating in nature. This is the device of sex 
transfiguration. In addition to this device, the poet also uses a safeguard; 
he concludes each canto with a verse in which he leads his audience to 
a point of sublimation undertaking to highlight the spiritual import of 
the action described in the canto. 


All said, the objection to erotic impropriety may not be entirely 
waived, for there are one or two instances of blemish that need to be 
pointed out. For instance, the second line of the dhruvapada of Song 
11(V,8) - pinapayodhara etc. has been deleted, if not bowdlerised, in 
the text of Barbara Stoler Miller’s edition (Delhi, 1977). A right 
decision perhaps. Another instance is a reference to an objectionable 
love incident in V,18. The epic poet Sarala Das uses this incident to 
satirise Jayadeva by inventing such an incident in respect of Krishna 
which he relates in his Mahabharata, Adiparva. However, if there are 
blemishes in Gitagovinda, the blame lies with the milieu for which the 
Sahajayana of Buddhist Tantrism and the influence of the Sahajiya 
sexo-yogic practitioners were largely responsible. 


(b) Relevant is also the question of propriety of Krishna’s union 
with the gopis and Radha, all of whom were married women. Sanskrit 
poeticians from Anandavardhana onwards recommend socially 
admissible love as the befitting subject for treatment of sringara rasa. 
Unlawful love gives rise to rasabhasa, as they say. However, so far as 
Jayadeva is concerned any such objection is beside the point. It may 
be considered that in literature impression is the fact; all other 
considerations like antecedents and intentions are but fallacy. The point 
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is that Jayadeva does not show the gopis and Radha as housewives, 
they are devotees trying to attain the unattainable Krishna and to make 
themselves acceptable to him. His treatment has not jarred or titillated 
readers and audience over the centuries. On the other hand it has given 
rise to a tentative rasa, known as madhurya or aujjvalya in the hands 
of the later Vaishnava poeticians. Moreover, as Viswanath has said it 
admirably, the acid test of rasa is its relishability and rasabhasa, 


bhavabhasa, etc., when relishable, amount to rasa. (Sahityadarpana, 
III, 259). 


The Literary Form 


The literary form of Gitagovinda baffles critics. A.B.Keith (A 
History of Sanskrit Literature, London, 1920: 191 ff) shows how it 
has been considered differently by different scholars -- as pastoral 
drama (Jones), lyric drama (Lassen), opera (Levy), melodrama (Pischel) 
and folk drama or yatra (Von Schroeder). It is treated as mahakavya 
according to the vogue of the period though it does not conform to the 
category except in chapterisation. It is also treated as khandcakavya or 
laghukavya, which it certainly is. The real problem about the form is 
that it does not conform to any existing model in the whole range of 
classical literature. It is a model sui generis. 


In fact, it is an innovation. The poet (who seems to be baffled, 
too) calls it prabandha (1,2), a term applying to individual songs, not 
to the work as a whole. Prabandha is a song in stanza from consisting 
of two compulsory parts udgraha and dhruva, plus either / both or none 
of the two other complementary parts known as meclapaka and abhoga. 
It is a derivative form from the charyapadas reinforced by prakrit and 
gana (desiya) songs popular at the time. Jayadeva was also a musical 
genius and his innovation is a composite form of poetry, drama and 
music, The nearest form to it is perhaps the dance drama. 


In structure at least, it is a dance drama. While its 72 slokas in 
syllabic metres were designed to be recited or sung according to 
classical metrics, the 24 prabandhas in musical moric metres are to be 
sung to the tunes and beats prescribed. The slokas like the choric odes 
supply the background and the connective link in the narrative. The 
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prabandhas, barring the first two and the last, are in the form of 
dramatic dialogue. 


The action described is not eventful, but psychic. It takes place in 
the wooded bank of the Yamuna over a period of 36 hours, ie. two 
nights with a day intervening. The characters include three persons, 
Krishna, Radha and a sakhi to carry forward the movement of action at 
the psychic level by way of strengthening the lovers’ desire. Thus the 
genre of the poem is lyrico-dramatic, but neither epical nor narrative. 
It is rather in the form of a subtle knot: a converging point of the 
classical forms of lyric, epic and drama which is simultaneously a 
diverging point leading to narrative poetry, drama and novel in modern 
Indian ie. bhasa literatures. It is a break away from the classical 
convention to the modern and paves the way for character-based 
realistic ‘plays and novels of the future. Simultaneously, as a product 
of Orissan culture, it is the source model of Odishi dance and Odishi 
music. 


The inimitable style of the poem is partly ornate, yet subservient 
to the emotion it embodies. The rhythm and sound patterns convey the 
sensuousness, which needs detailed study. The greatest feature is 
mellifluity showing as it were the truth that poetry at a certain level 
tends to music. 


HI 
Influence on Literature and Culture 


The impact of Gitagovinda in the field of literature and culture is 
both extensive and intensive. 


Literature: Having originated in a religious centre like Puri, its 
fame as literary art spread apace far and wide. Commentaries on the 
work began to appear within years, eg. Bhavavibhavini Tika by 
Udayanacharya of Utkal (c. 12th century) followed by Sara-dipika Tika 
by Jagatdhar and Sandarbha-dipika Tika by Dhruti Das, both from 
Mithila, and again, Sarvangasundari Tika by Narayan Das of Utkal — 
all in less than a century. Kedarnath Mahapatra has given a detailed 
account of 31 commentaries and a list of another 31 in his book 
Jayadeva O Gitagovinda(Oriya), (Bhubaneswar, 1973), ch.XI. 
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Works in imitation of the poem started being composed in different 
Indian languages within decades. For instance Gitagourisa a poem on 
Lord Siva’s amorous dalliance on the model of Gitagovinda composed 
by Bhanudatta of Mithila is dated as early as 1320 AD. It contains 
passages of word-to-word imitation. For instance, 


sakhi he kesimathanamudaram 
ramaya maya saha madanamanorathabhavitaya savikaram 


in Gitagovinda(II.11) appears in Gitagourisa as- 


sakhi he sankaramuditavilasam 
Saha sangamaya maya nataya ratikantaka darsitahasam. 


(quoted by Kedarnath Mahapatra, op. cit: 253). 


The popularity of Gitagovinda is borne out by the fact that it has 
had around 130 imitations (as enumerated by Banamali Rath) and 
several translations into some major languages. 


The theme, form and style of the poem have influenced pan-Indian 
literature. While the theme is a model for Krishna kavyas, the style is 
an inspiration for ornate and melodious poetry. The Oriya reeti poets 
like Upendra Bhanja, Dinakrushna and Abhimanyu and simultaneously 
the later generation of lyric poets like Bananmiali, Bhaktacharan and 
Gopal Krushna are descendants of the tradition. The fine sentiments, 
musical form and fluidity of diction were a much cherished model for 
the Vaishnava padavali poets like Vidyapati and Chandidas of Bengal 
and the composers of Ashtapadi poems of North India. The rhythm of 
word patterning and the suggestive word pictures were an allurement 
to poets including the romantic poets of the early 20th century. We 
may take a stray instance from Tagore’s early poetry (about the onset 
of rain): 

Oi ase oi ati bhairave harase 
Jjala-sinchita-kshiti-saurabharabhase, 


and compare the word music with 


mrigamada saurabharabhasa vasamvada 
navadala tamala male 


in Gitagovinda (1.29) 
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Socio-religious Culture: Gitagovinda was instrumental in 
spreading the cult of Radha-Krishna worship in Orissa and India. 
Through it the four-handed Vishnu with the signs of sankha, chakra, 
gada and padma standing alone or by his consort Lakshmi was replaced 
by the two-handed Krishna as ‘gopi-jana-vallabha’ accompanied in 
embrace posture by Radha. This is as Jayadeva presents him, holding 
the flute, venu (V,9) or vamsi(I,43;11,2,19) and wearing a peacock 
feather on head(II,36). The influence of Jayadeva later on Chaitanya 
is quite evident. The latter used to practise the consort mood (Radha 
bhava), which symbolises the soul’s quest of the Divine entity through 
the peak of passion according to Goudiya Vaishnavism. Gopinath cult 
is popular in eastern India and the most famous shrines in Orissa are at 
Remuna and Sakhigopal. Lord Jagannath and deity Krishna in Orissa 
are offered naivedya according to the gopala mantra, Krishnaya, 
Govindaya, Gopijana-vallabhaya. 


Another important contribution of Jayadeva is his formulation of 
the ten incarnations (dasavatara). Krishna is not shown as an avatlara, 
but avatarin who assumes (dhrita) the incarnated forms -- a central 
tenet of Vaishnavite faith. As against a variable list ranging from 4,6,10 
avataras according to the Mahabharata to 24 (in Bhagavat Purana) 
and 39 (in Ahirbudhnya Samhita), Jayadeva accepts only ten avataras, 
which has been by now universally accepted. His inclusion of Buddha, 
whom Kshemendra had also accepted as an avatara, is a wise step 
considering the integration of religious creeds that was going on in his 
time. 


This brings us finally to music, dance, painting, art, architecture 
and sculpture. Gitagovinda is sung with dance performance all over 
India. The musical modes have either given rise to distinct styles of 
music and dance as in Orissa or influenced the related styles of the 
regions. A musicological study of the text will be a specialised problem. 
It also applies to the dance forms which are etched in the palmleaf 
manuscripts or carved in stone in temples as motifs of art and sculpture. 


In fine, no single literary work after Srimadbhagavatam has 
exercised such wide-ranging influences on Indian Literature and Culture 
as Gitagovinda. 


* 
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PRACHI VALLEY CIVILIZATION: 
THE NURSING AND NURTURING LAND OF 
JAYADEVA AND GEETAGOVINDA 


Jagannath Mohanty 


The river Prachi, called the Ganga of Orissa, flows in the north of 
the village Kenduli or Kenduvilva, the birthplace of Jayadeva, the 
immortal Sanskrit poet. The holiness of the Prachi is of great 
mythological significance as has been described in the Prachi 
Mahatmya and some other Sanskrit and Oriya Puranas. There are 
innumerable temples and sacred places on both sides of the river. It 
has been rightly observed by Sri P.K.Ray, ex-superintendent of Orissa 
State Archaeology (1975, P.3), ‘‘Thus Prachi, one of the most ancient 
and sacred rivers in Orissa, witnessed the rise and development of 
various types of sculptures from early time to the present day. Almost 
all the religious types, communities of Orissa are known to have been 
attracted by the sanctity and importance of Prachi Valley and 
established their settlements and strongholds in this valley in the past. 
The valley is so rich in antiquarian remains in their various forms that 
it can be regarded today as a veritable museum in Orissa History and 
culture through the ages’”’. 


The Prachi Valley Civilization has enabled Buddhism, Jainism, 
Saivism, Saktism and Vaishnavism to flourish for a long time and their 
remnants are now evident throughout the length and breadth of the 
valley. Particularly Kenduli was a great Sasan or village of Brahmins 
most of whom claim their origin at Kanauja from where Brahmins were 
invited to Orissa for performing yagnas and worshipping gods. The 
Jagannath culture of Puri is not far away from Kenduli and the lyrics 
composed for eulogising Govinda (Vishnu or Sri Krishna) are 
incorporated in Geetagovinda which is the most popular creation of 
Jayadeva. Recitation of Geetagovinda forms a regular feature of the 
Jagannath temple ritual and is taken as a Seva or service to the Lord. 


There are a large number of relics and legends relating to the sacred 
memory of Jayadeva. Madhava who is the cult hero of Geetagovinda 
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is worshipped ‘in the Prachi Valley in the same name and also in 
different names of Vishnu. The Dasavtaras being the central invocation 
of the Geetagovinda- Matsya Avatara, Kurma Avatara, Varaha Avatara, 
Narasingha Avatara, Vamana Avatara, Parsurama Avatara, Rama 
Avatara, Balarama Avatara, Buddha Avatara and Kalki Avatara- these 
have been presented in art and architecture in the temples of the Prachi 
Valley. The music and dance dealing with Dasavtaras are popular in 
the villages of the Valley. Even the textiles and wall murals or “‘chita””’ 
and palmleaf paintings represent depictions of Geetagovinda and 
Dasavtaras. The cults of Gopinatha, Madhava, Sri Krishna and Sri Rama 
and various forms of Sri Jagannath culture and all of them are followed 
widely in the Valley. 


In the village Kenduvilva itself stands the temple of Sri 
Narasinghanath / Narasingha and inside it there are two images of Sri 
Nrusingha Deva and Goddess Lakshmi. In the sanctum there is an image 
of Madhava with the wheel, conch, club and lotus in four hands. 
Madhava is worshipped by devotees coming from far and wide. There 
is also a branch of Trimali Math or Tirumall monastery of Puri which 
might have been established by Tirumalla Roy (1565 - 1580 A.D.), the 
king of Vijay Nagaram who is well-known as the author of ‘Sruti 
Ranjani’ commentary of Geetagovinda. The trees and creepers, animals 
and birds described in the Geetagovinda are profusely seen in the Prachi 
Valley. Another interesting evidence is the existence of villages named 
after the ten incarnations of Vishnu around Kenduli. These are, for 
example, Matsyapur, Kurmapur, Barahapur, Bijaya Narsinghpur 
Shasan, Dadhi Vamanapur, Bhargavapur, Ramachandrapur, 
Balabhadrapur, Baudhakhanda, and Kalipur or Kaliyugapur. Krishna 
culture is So much popular in the Prachi Valley that there are villages 
with temples, relics and monuments after God Vishnu in various shapes 
and sizes. There are four-handed images of Vishnu popularly known 
as Madhava and two-handed images of Krishna found in various sites 
of the Valley. In so many ancient Ashrams and Maths situated there 
we find Vishnu images worshipped in many ways. The images of Sri 
Krishna are dated back to the 11th century onwards. These are bright 
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evidences of Vaisnavism which had a strong footing in Orissa in general 
and in the Prachi Valley in particular. 


Especially, the Dasavatara images worshipped there left indelible 
imprints in the ‘mind of Jayadeva who so strongly propagated the 
doctrine of supreme celestial activities of the Avataras giving topmost 
place to Sri Krishna as Avatarin or the Avatara par excellence. Jayadeva 
has given the central position to Sri Krishna in his system of 
incarnations. The worship of Dasavataras was so strongly prevalent in 
the Prachi Valley that Jayadeva born in the heart of the Valley could 
not afford to ignore its significance in his immortal work Geetagovinda. 
Although he was known to be a great devotee of Madhava, he developed 
the theory of ten incarnations giving topmost priority to Sri Krishna, 
who has represented or incarnated Himself through them. The four- 
handed image of Vishnu or Vasudeva with Sankha, Chakra, Gada and 
Padma was subsequently converted to the two-handed image of Sri 
Krishna or Gopinath with vanshi or flute and gopis. The later image 
became favourite with Sri Jayadeva extending his imagination to 
various activities of a human being in normal life as well as in an 
extraordinary manner. 


Thus the Prachi Valley has rightly provided the suitable stage and 
background for enactment of the celestial love drama of Sri Radha, Sri 
Krishna and the Gopis. The art, architecture, dance, music, literature, 
handicrafts, and even textiles in the Prachi Valley have been enriched 
and enlivened by Sri Krishna Leela as depicted in Geetagovinda. We 
find their evidences in the village temples, their presiding deities, 
religious practices, cultural activities and so on. The various 
excavations, surveys and studies conducted by archeologists, historians 
and pundits have clearly revealed that there has been a great, exuberant 
and exalted civilization. The eminent personalities who brought to light 
this rich culture and civilization are Dr. Radha Charan Panda, Prof. 
Ghanashyam Das, Sri Kedarnath Mohapatra, Dr. Nabin Kumar Sahoo 
and Sri P.K.Ray. Sri Jayadeva, the celebrated poet of Geetagovinda as 
the true son and successor of this glorious land has depicted the Prachi 
Valley civilisation, its values and ideals, philosophy and religious 
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culture and beliefs very faithfully and imaginatively. Particularly, with 
the enchanting style and sweet musical presentation of Sri Radha-Sri 
Krishna Leela, Geetagovinda has won the heart of the millions 
throughout India and abroad. Actually, Jayadeva has surpassed many 
eminent Sanskrit poets in the rhythmic, rhetoric and lyrical expressions. 
The popularity of his immortal work Geetagovinda has been gaining 
ground extensively for more than eight centuries. Is it not a matter of 
great pride and glory for us ? 
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PASSING AWAY OF SRI CHAITANYA 


Ajit Kumar Tripathy 


[ Alongwith a definitive account of Sri Chaitanya’s death, the paper adduces an 
authentic proof of Jayadeva’s birthplace being in Orissa.— Editors} 


For a period of nearly five centuries the death of Sri Chaitanya 
Mahaprabhu at Puri has remained a mystery. The official version of 
the death as per the proclamation of Gajapati Pratap Rudra Dev on the 
Car Festival day following that incident was the only authentic story 
circulating so far. It was difficult to believe that Sri Chaitanya could 
totally merge and vanish into the body of Lord Jagannath. This was 
not even the case with Lord Krishna who was God Vishnu Himself 
born in human form. When Lord Krishna Himself had to die the death 
of a common human being, how could it be that Sri Chaitanya, also 
accepted as Mahaprabhu, could so merge and vanish into the Deity 
without a trace ? The mystery surrounding it was so bewildering that 
there grew a belief amongst some that it was perhaps a murder cleverly 
comouflaged. However the mystery has now been solved once for all 
after the discovery of a book called Vaishnava Lilamrita by Madhab 
Patnaik, who was born in 1478 AD and lived after the demise of Sri 
Chaitanya for a few years. 


The year was 1533. The saint poet Balaram Das, seniormost 
amongst the Panchasakha of Sri Chaitanya, passed away on the 26th 
March. He was one of the greatest among the learned men of those 
days. He was an expert in the Vedas, the Vedanta and the Upanishads. 
He had composed a book called Vedanta Sara Gupta Gita and translated 
the Valmiki Ramayana into Oriya in verse. He had also written a 
commentary on Bhagabat Gita in Oriya verse. An adept both in Bhakti 
and Jnana Yoga, he had a great depth in the philosophy of Shrimad- 
Bhagbata and was spending his time mostly in Nama Sankirtana. He 
could know the approach of his death and had kept calm and quiet. He 
stopped going anywhere. He also stopped talking and taking food. In 
total self-satisfaction he kept on sitting silently and left the world in 
human body on Phalguna Sukla Dasami. His body was buried in the 
sands at Puri sea beach. Madhab Patnaik, has given this description in 
his book Vaishnava Lilamrita. 
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About a month earlier, Swarup Damodar who was staying with 
Sri Chaitanya in the house of Kasi Mishra had passed away on Magha 
Sukla Ekadasi in February, 1533. He had been suffering from asthma 
and was in great pains. Ananta, Achyuta and Yashovanta, the three 
members of Panchasakha alongwith the poet Madhab Patnaik took the 
body and threw it into the Bay of Bengal as desired by Swarup Damodor 
in his last wish. Gadadhar Pandit who was the priest in Tota Gopinath 
Temple was sent to Bengal, then known as Gouda Desh (Gouda) and 
he intimated the death news of Swarup Damodar to the people there. 
He perhaps never returned to Puri. 


Sri Chaitanya had a sacred and pure body that was totally free 
from any diesase whatsoever. He would have normally lived much 
longer. One day when in kirtan he was dancing vigorously inside the 
Sri Jagnnath Temple, his left foot stumbled upon a broken brick. He 
got a bleeding injury on the left big toe. The left foot got injured and 
twisted at the ankle. Sri Chaitanya fell down crying in pain. This 
happened the same year in April on the day of Rukmini Amavasya of 
the month of Baisakha, ie. on 24.4.1533. In this kirtan Kasi Mishra, 
Yashovanta Das, Sri Batsa Das and Ananta Das were present. Sri 
Chaitanya fainted as he fell down. 


The Vaishnavas present lifted him up and took him to the north 
side pavillion of the temple. They made him lie flat, looking upward 
and sprinkled fresh water on his face. There was profuse loss of blood 
from his body. 


Sri Chaitanya regained his senses. All those who were present felt 
relieved when he started talkilng. The people who had gathered left 
the place. When the sound of evening kirtan and Arati in the temple 
was heard, Sri Chaitanya wanted to get up and go into the main temple. 
But he could not stand up from the spot where he was lying. Yashovanta 
Das requested him to lie down on the spot and assured him that all 
care would be taken of him there. 


The next morning Sri Chaitanya had high fever. He was shivering 
with high temperature. By the evening his left foot had greatly swelled 
up at the spot where he had sprained it. The toe of the left foot was 
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paining very much. At night Jagannath Das applied hot water to the 
injured foot of Sri Chaitanya. Sri Chaitanya got some temporary relief 
but at night the temperature rose still higher. The whole body started 
shivering. 


Sri Chaitanya told Jagannath Das the following words: 

"So long as you are here, I cannot die because I cannot leave your 
company. It is only God's wish which gets fulfilled. The devotees of 
Vishnu do not die in this world. They survive for all time to come. 
You are the devotee of Lord Jagannath and I should have served you. 
But it is rather strange that I got service from your hand. Please let me 
know whether God will give me shelter at His feet in heaven. You are 
my life. Even if I go earlier, I will be looking forward to your arrival 
there". 


Both Sri Chaitanya and Jagannath Das cried profusely. These 
words speak eloquently of the humility and greatness in the nature and 
character of Sri Chaitanya. A friendship of such depth and intimacy 
accompanied by mutual admiration for each other is rare to come across 
anywhere, any time. Jagannath Das had served Sri Chaitanya during 
his last days with a lot of devotion and affection. On Akshaya Trutiya 
( Baisakha Sukla Trutiya) early in the morning at the Brahma Muhurta, 
Sri Chaitanya left his body on 27.4.1533. 


Jagannath Das had remained with Sri Chaitanya till the last 
moment. He cried profusely when he found that all that he was left 
with was Sri Chaitanya's mortal remains. The death occurred at about 
4 A.M. and by 5 A.M. The sky became bright. When a senior priest 
arrived at the temple, Jagannath Das sent him to call Raya Ramananda 
immediately. Raya Ramananda arrived and came to know the death of 
Sri Chaitanya. He was stunned and tears rolled down his eyes. He 
examined the body of Sri Chaitanya and found that there was no life. 
He immediately called the head priest and ordered that the doors of 
the temple be closed that day and that no Puja or ritual was to be 
performed. The doors were immediately closed from inside as per the 
order and not even the priests could enter the temple. 


Raya Ramananda called a horse-rider messenger and sent words 
to Gajapati Pratap Rudra Dev, the Emperor of Orissa. Gajapati was 
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coming to Puri from Cuttack to attend Chandan Yatra. On getting the 
letter from the messenger on the way he hastened to Puri. At about 4 
P.M. in the temple Raya Ramananda narrated the entire episode to 
Gajapati as he had heard from Jagannath Das. The real problem that 
posed itself was the disposal of the dead body of Sri Chaitanya who 
had died inside the temple. | 


Gajapati Pratap Rudra Dev was so deeply shocked that he was 
struck dumb. Raya Ramananda advised that the body should not be 
taken outside the temple because the devotees of Gouda (Bengal) might 
fabricate stories on the cause of death and they might complain before 
the Sultan of Gouda that Sri Chaitanya was not taken proper care of by 
the people of Utkal. Such complaints might tarnish the image of the 
Gajapati King. There was an apprehension that on this pretext there 
could be an attack from Bengai on Utkal. Therefore it would be better 
that the body be buried inside the temple. As Pratap Rudra Dev had 
declared Sri Chaitanya to be Prabhu (God), people had treated him as 
God and not as an ordinary human being. Therefore it would be proper 
and appropriate to declare that the God Sri Chaitanya had merged into 
the body of Lord Jagannath. During the Navakalevar the bodies of 
Jagannath, Balabhadra and Subhadra are buried at Koili Baikuntha. 
Similarly the body of Sri Chaitanya was buried at Koili-Baikuntha as 
per the orders of the Gajapati King. Apart from Raya Ramananda, 
Jagannath Das, the Gajapati, Madhab Patnaik and one or two priests, 
no body else knew the truth. The rumour was spread that Sri Chaitanya 
had merged into the body of Lord Jagannath. It was a necessity during 
those days to spread such a rumour in the interest of avoiding 
unnecessary conflict and fight between Gouda and Utkal, now known 
as Bengal and Orissa respectively. 


After the burial, the doors of the temple were opened. The priests 
got the temple floor washed and sprayed it with scented water. The 
temple was purified. Arrangements for Chandan Yatra were continued. 
Sri Chaitanya had stayed continuously at Puri for about twenty years. 
People of Puri loved him abundantly and intimately. Chandan Yatra of 
1533 without Sri Chaitanya was a poor show. Everybody was sad and 
people were informed that Sri Chaitanya had disappeared into the body 
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of Lord Jagannath. The truth was also kept hidden from Achyuta, 
Ananta and Yashovanta, the three members of Panchasakha and from 
Kanhei Khuntia. They cried and could not be consoled easily. It was 
appropriate and divinely ordained that Sri Chaitanya who in life-time 
was taken as an incarnation of God and a harbinger of peace, universal 
brotherhood and amity, did not in death become a cause of war and 
hatred. 


The Jagannath devotees of Gouda Desh arrived at Puri for Ratha 
Yatra. Gajapati Pratap Rudra Dev made an announcement from the car 
of Lord Jagannath about the sad demise of Sri Chaitanya. The Gajapati 
declared that the body of Sri Chaitanya disappeared into the body of 
Lord Jagannath. Since this royal proclamation was announced on the 
Ratha Yatra day, the devotees of Gouda declared it in Bengal that Sri 
Chaitanya had merged with Lord Jagannath on Ashadha Sukla Saptami 
the 7th day of full moon in the month of Ashadha. As per the description 
by Madhab Patnaik, it is known that Sri Chaitanya had actually breathed 
his last on the day of Akshaya Trutiya in Sukla Paksha in Baisakha 
month. When the disappearance of Sri Chaitanya was so described, his 
divinity got established once for all. His death from the wound remained 
a secret. 


The brain behind such a declaration was Raya Ramananda. After 
a few months of Ratha Yatra on the Bhadrab Krushna Astami day Raya 
Ramananda left the world while sitting on the north side pavillion of 
the Temple where all Vaishnavas and Sri Chaitanya used to sit. He had 
on lips "Ha-Krushna" when he breathed his last. It was a death which 
was self-willed, exactly as it was in the case of Balaram Das. Raya 
Ramananda died on the day Sri Krishna was born, known as 
Janmastami. 

This description of the death of Sri Chaitanya has been given in 
detail by Madhab Patnaik who was employed by Raya Ramananda in 
the Puri Temple Administration during the early part of the 16th century 
to look after the Vaishnava devotees who came to Puri from other parts 
of India. 


It was in this book that the poet Madhab Patnaik has described in 
detail as to how Sri Chaitanya, his Panchasakha Balaram Das, Jagannath 
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Das, Achyuta Das, Ananta Das and Yashovanta Das and other 
Vaishnava devotees were going in Sankirtan padayatra to different 
places of Orissa every year. 


They were starting from Ananta Vasudeva Temple at Bhubaneswar 
on the Akshaya Trutiya Day in the month of Baisakha. After touching 
Balakati they were proceeding to Kenduli, the birthplace of the poet 
Jayadeva on river Prachi. They were dancing in the streets of Kenduli, 
singing Jayadeva's Gitagovinda. They visited Kantapada, Niali, 
Madhav, Adaspur and proceeded to Kakatpur and Konark. They were 
dancing in Sankirtan in all the major temples of the area. After visiting 
Konark Temple they were returning via Gop to Puri. The fact that Sri 
Chaitanya and Panchasakha were visiting Kenduli every year paying 
homage to Jayadeva, proves that Kenduli was a place of pilgrimage 
for all Vaishnavas at that time. If Sri Jayadeva was born in Bengal, 
then Sri Chaitanya would not have gone to Kenduli on the Prachi river 
after 400 years to sing the glory of Lord Jagannath in Sankirtan in the 
streets of Kenduli. He would have pointed out to the Panchasakha 
friends that Jayadeva's true birthplace was on the river Ajaya in 
Birbhum district of Bengal where he came from. Thus this book has 
proved conclusively that Jayadeva was born in Kenduli of Orissa and 
not of Bengal. 


The book Vaishnava Lilamrita by Madhab Patnaik was discovered 
and compiled from three palmleaf manuscripts collected from different 
parts of Orissa by Late Dr. Ghanashyam Rath and Late Dr. Brundaban 
Chandra Acharya. It is published by Pradip Publication, Anand, Brooks 
Hill, Sambalpur. The book contains photostat copies of the original 
palmleaf manuscripts. Since Madhab Patnaik was a contemporary of 
Sri Chaitanya and Panchasakha and most of the descriptions given in 
the book are eye witness accounts, there is no reason to disbelieve the 
facts narrated in it. Since this book contained the important news of 
the passing away of Sri Chaitanya which ran counter to the official 
version, not many scribes in subsequent years copied it. Therefore, it 
had remained so rare and hidden for such a long time. Madhab Patnaik 
published it perhaps after he came away from Puri to Khandapada, 
where he belonged. 


* 
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JAYADEVA AT THE CROSS-ROADS: 
A SOCIO-CULTURAL PERSPECTIVE 


N.S.R.Ayengar 


Jayadeva, the worthy successor of Kalidasa, Bhavabhuti, Magha 
and Sriharsha, is perhaps the last great poet of the classical Sanskrit 
poetic tradition. Born of Bhojadeva and Ramadevi (as he himself tells 
us in the last stanza of the 24th song) in Kendubilva, in the eastern 
part of India, he flourished in 12th century. The place of his birth, 
however, remains a matter of controversy among the Jayadeva critics 
and scholars. The Bengalis claim that Jayadeva was born in the 
Birbhoom district of Bengal and the Oriyas legitimatize their claim 
too in advocating that Kendubilva, which Jayadeva himself writes as 
his birthplace, in the signature verse of his seventh poem - ‘‘Kendubilva 
Samudra Sambhava Rohini Ramanena’’! -is a village in the Puri district 
of Orissa. Ironically enough, there is a village of the same name in 
both neighbouring states. Recent studies and researches, however, tilt 
the balance in favour of Orissa with conclusive proofs. 


Bengali or Oriya, this remains an undisputed fact that he was one 
of the greatest poets of India and an unrivalled master of erotic religious 
poetry. The mist of doubt that surrounds the poet’s nativity was due to 
the poet’s own abstention from mentioning anything about himself. 
This is usually the trouble with the ancient Indian poets and writers. 
They never recorded anything about their age, place of birth and time. 
All one has to guess is from their works, placing them alongside other 
contemporary works. Prof. A.L.Basam too laments this typical Indian 
tendency not to maintain records in the form of chronicles, in his book 
The Wonder that Was India.® This tendency in fact leaves the posterity 
in great quandary as they are constantly left guessing. That is even the 
case with our greatest poet, Kalidasa. One finds that much that is being 
said about Kalidasa’s place of birth, time and parentage etc. are nothing 
more than ingenuous guess work and wild goose chase. Conjunctures 
about Kalidasa’s time range from 2nd Century B.C. to 9th Century 
A.D. So much for the accuracy of time. Even whether there was one 
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Kalidasa or several is again a matter of debate. Rajasekhar, a renowned 
Kalidasa scholar, has discovered at least three persons of the same 
name. So is the case with Jayadeva. History knows so many Jayadevas. 
It is very likely that there were so many persons in the same name, for 
‘Jayadeva’ is a very popular Indian name. 


When we trace the history of India of the 12th Century, our 
attention is drawn to a very peculiar fact that there were no clearcut 
provincial boundaries. Some times Kalinga (modern Orissa) and Banga 
(modern Bengal) overlapped each other. The boundaries always 
remained so fluid and uncertain that even small skirmishes and 
boundary disputes pushed the line either to this side or that. This 
explains why so many Bengalis are found in Mayurbhanja and Balasore 
districts of Orissa and so many Oriyas found in the Midnapore district 
of Bengal. It was perhaps this historical reality that forced the then 
leaders to reconstitute Indian provinces on linguistic basis in 1936. 
Thus it is only in modern times that we have drawn lines of demarcation 
between our provinces. To imagine such a thing in the 12th Century 
A.D. would have been ridiculous and preposterous. Further, the ancient 
Indian poets so constantly evaded mentioning their place and time in 
their own works, even at times their parentage, that one feels that partly 
because of their modesty they did so and partly because they perhaps 
never thought it worthwhile since they never had such narrow, 
parochial, provincial attitude to life. Perhaps they considered 
themselves as sons of India, writing in the best of Indian languages — 
Sanskrit. When the poets never had thought in such narrow provincial 
terms why should we thrust such identities on them, thereby limiting 
their greatness and universality of appeal. Is it not enough that great 
poets like Kalidasa, Bhavabhuti, Sriharsha, Jayadeva, Ravindra, 
Bharatiar etc. were the glorious sons of India ? Are we not proud of 
them as they are, to the exclusion of their provincial identities ? 


Further, great poets belong to no particular place, they belong to 
the entire humanity. Homer, Dante, Goethe, Kalidasa, Jayadeva, 
Shakespeare, Milton, W.B. Yeats are indeed so great that they can 
hardly be bound to their geographic limits. They always transcend their 
regional identities, defy their spatial and temporal boundaries and tend 
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towards greater universality. To waste one’s scholarship in pinning 
them down to the provincial limits would not only be a waste of time 
and talent, but also doing them a disservice. 


Therefore the ongoing controversy regarding the Bengal or Orissan 
origin of Jayadeva seems to me puerile and fatuous. I am happy that 
Jayadeva belonged to India and wrote in pristine Sanskrit. It will be of 
great value if we concentrate on the poetic genius of Jayadeva. 


II 

Jayadeva was the last classical and first modern poet of India. He 
wrote in Sanskrit but not with the usual classical rigour, instead he 
infused a new idiom and diction. Again eleventh and twelfth centuries 
have been a critical juncture in the socio-cultural history of India. India 
underwent great linguistic transformations during this period. It was 
the time of clash between Sanskrit and Prakrit. Due to the advent of 
the Turks and the growing popularity of ‘vernaculars’ (New Indo-Aryan 
as well Dravidian languages), the popularity of Sanskrit was gradually 
diminishing and it was progressively becoming incapable of getting 
royal patronage. Though brilliant literary productions in Sanskrit 
continued even after 12th century and even during the Muslim rule, it 
is an undeniable fact that it was losing ground. The era of classical 
Sanskrit poetry was coming to a close around the twelfth century. The 
saints of the Bhakti movement promoted the growth of regional 
languages. They used the spoken language of the masses to preach the 
cardinal principles of their doctrines. Many of them composed Bhakti 
literature in vernacular languages and also many of them translated 
scriptures and other books which hitherto remained the sole preserve 
of the aristocracy of learning. This stimulated evaluation, and 
enrichment of Bhakti literature in regional languages. The Vaishnava 
saint-poets created a vast body of lyrical literature in Hindi, Bengali, 
Marathi and Oriya and a host of other regional languages, driving a 
deathblow to the classical Sanskrit hegemony. 


Jayadeva stood at this cross-roads, who sang the swan-song of the 
evanescent classical age and gave the clarion call to the modern age in 
Indian literature — ‘the vernacular age’. He thus represented the high 
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watermarks of the two epochs, and his Gitagovinda, was the confluence 
of these distinct influences and elements — the best in both. 


Jayadeva, like any other literary genius, did not strictly follow 
the footsteps of his earlier literary models. Gitagovinda thus is not a 
poem in the classical cast though it is written in Sanskrit. Jayadeva 
infused a new vocabulary, a new idiom and style in his poem to make 
it suit the taste of his time. He provided a new idiom to love poetry, 
and a new edge to Sanskrit vocabulary. Therefore, though, the poem 
appears to be in Sanskrit, it in fact has a vernacular flair. He for the 
first time introduced vernacular rhythm into Sanskrit poetry, which is 
why his poem enjoyed a phenomenal popularity even in a ‘vernacular 
age’. The remarkable rhetoric of love the poem is informed by is what 
gives Gitagovinda its novelty and speciality. 


This precisely explains the fact why Gitagovinda has spawned a 
series of progenies down the centuries both in Sanskrit and vernacular 
languages. No poet, secular or devotional, writing after Jayadeva, has 
ever been able to shake off the ponderous influence of Gitagovinda. 
Jayadeva, it is true, wrote in Sanskrit, but hardly conformed to classical 
Sanskrit poetic tradition. In many ways he veered away from the 
contemporary poetic practices and broke many new grounds. His poems 
are couched in easy, lucid diction, lilting lyricism and captivating 
metres and are set to different melodic patterns: ‘‘Madhura 
Komalakanta Padavalim Srunutada Jayadeva Saraswatim’’ ” That is 
why they have such a haunting quality about them. Like the ancient 
poets he too used many rhetorical devices like the consonantal! 
alliteration, assonance, metres, rhymes and rhythms. But what was new 
in Jayadeva was the end rhyming he introduces in his verse, which 
was contrary to the established poetic norms. Sanskrit poets normally 
used four-lined metrical patterns, which were complete in themselves 
in terms of their sense and content. But in Jayadeva one finds that 
each stanza depended on the next for the full comprehension of their 
meaning. Furthermore, Jayadeva introduces refrains to his stanzas 


which lend them a special sing-song quality and also maintain the 
continuity of the mood. 
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It is in these vitalistic senses that Jayadeva was not only a great 
poet in his own right, but a trend-setter too, who is still imitated 
respectfully. No wonder he remained the matinee idol of the young 
practitioners of poetry in India. 


III 

Jayadeva flourished at a time when India was agog with 
tremendous religious transformations. It became a veritable religious 
melting-pot in 12th Century A.D. Several religious sects were vying 
for domination: Brahminical Hinduism (Vaishnavism, Saivism, Sakti 
cult), Buddhism, in its more debased form such as ‘tantrik Buddhism’ 
and Islam. Though Buddhism was still alive in its new forms of tantrism 
such as ‘Vairayan’ and ‘Kalachakrayan’ between 10th century A.D. to 
12th century A.D., its grip on the popular mind was in fact weakening. 
The Pala rulers of Bengal (988-1038 A.D.) such as Mahipal I 
resuscitated the dying Buddhism with the help of celebrated Buddhist 
scholars. Nayapal, Mahipal’s son maintained the progress and Rampal 
(1077-1120), the last great Pala king of Bengal, made Buddhism 
resilient, active and to some extent restored its lustre by establishing 
new Buddhist Maha-vihars and universities. But after the death of 
Rampal it again took a nose-dive. Its power and influence was fast 
attenuating. Buddhism later on got mixed up with Saktism and other 
Brahminical tantrik cults and survived in the guise of ‘‘such medieval 
religious cults of Bengal as Nathism, Sahajiya, Avadhuta and Baul 
etc.’’* It seems, therefore, that tantrik Buddhism was the dominant 
religious creed in Bengal as is evidenced by the fact that “‘a Buddhist 
king Madhusudan was reigning as late as 1289 A.D. in some parts of 
Bengal’’.° The tantrik Buddhism condemned practices of austere 
penance, vows, fasting etc. and on the other hand prescribed an easy 
process of enjoyment for attainment of perfect enlightenment. The 
conception that supreme bliss is attainable through the union of ‘upaya’ 
and ‘prajna’ - the male and the female energy - in a Sexo-yogic sadhana 
was very lucrative, hence popular. Such practices led to gross 
debauchery and perversion of moral standards, and there was a sharp 
decline and a general degradation of religious life in India. The 
disillusion and disgust at such Buddhist tantrik practices, made people 
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look for alternatives. Timing, as it were, the celebrated savants of 
Bhakti cult like Ramanujacharya, Nimbarka and Madhvacharya, 
Vallabhacharya etc. stepped into the scene. These four saints made 
detailed commentaries on Brahma-Sutra and expounded the philosophy 
of their respective schools. But what was common about them was the 
philosophy of love, piety and Bhakti (devotion). All the four schools 
of the Bhakti movement insisted on ‘Saguna Brahma’, not the 
attributeless ‘Nirguna’, ‘incomprehensible God’. All of them underlined 
the ‘charam sloka’ of Srimad Bhagavat Gita as the ultimate aphorism 
of the doctrine of unconditional surrender to God: 


**‘Sarva dharman parityajya, mameka saranam vraja 
Aham twam sarva papebhyo moksyaisyami ma soocha’’.® 


‘¢ 


That means (Krishna urges to Arjuna in Gita) Oh Arjuna ‘‘give 
up all other religious paths and take refuge in me, I shall deliver you 
from all sins, have no doubts.’’ (Trans. Ayengar). Obviously through 
this they emphasised on the fundamental tenets of Bhakti, i.e. ‘Prapatti’ 
or surrender to God with all love and respect, with full faith that He 
will take care of our ‘iha’ and ‘para’ that is ‘here’ and ‘hereafter’ as is 
promised by the Lord in Bhagavatgita, Book IX verse 22: 


*‘ Ananya schintayantoma ye jana paryupasate 


Tesham nityabhiyuktanam yoga kshema vahamyaham.’”’’ 


Those who think of me prayerfully and uninterruptedly, 


I personally attend to the needs of such devotees and protect them. 


(Trans: Ayenger) 


The Vaishnava saints through these teachings put Bhakti (devotion) 
on a high pedestal, above all rituals, ceremonies and narrow sectarian 
faiths. In the twelfth century the real threat to Hinduism was not so 
much Buddhism as it was Islam. Islam with its principles of universal 
brotherhood and human equality and its easy-to-follow religious 
principles became increasingly popular. It even posed a potentital threat 
to Hinduism in as much as it proceeded to proselytise the downtrodden 
Hindus, who were in the umbral zone of the orthodox Brahmanical 
Hinduism. This was one of the major factors that forced Hinduism to 
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become more eclectic and accommodative thereby appropriating certain 
elements even from Islam. As a result the sharp edge of religious 
intolerance was lost and Hinduism became more tolerant in terms of 
caste, creed, etc. Bhakti movement aimed at this purification of 
Hinduism and it aimed at liberating the masses from priestly supremacy. 
Bhakti movement put God in His right place — in every man’s heart. It 
challenged the institutional dogmas and overthrew the intermediaries 
between God and men. It guaranteed the individual's right to personal 
communion with God. This gave rise to ‘Avataravada', the doctrine of 
divine descent. 'Avataravada' provided an array of anthropomorphic 
gods to people to choose from. 


Between 12th and 13th centuries three major strands of Vaishnava 
Bhakti cults came from the south and one from the north. The earliest 
of the three was 'Visistadwaitavada'- 'the Qualified Monism', 
propounded by Sri Ramanujacharya who made his triumphal march 
from Kanchipuram through Andhra Pradesh, Orissa and to the rest of 
India. In the course of his journey down the peninsula, he went on 
preaching Bhakti and reforming taboo-ridden people, and temples rife 
with sectarian quarrels. Through Tirupati, Simhachalam, Srikurma (all 
in Andhra Pradesh) he came to Orissa in the 12th century A.D. In Puri 
(Orissa) he introduced the ‘'Pancharatra' system of worship of Lord 
Jagannath, who had hitherto been worshipped through an assortment 
of religious rites. Ramanuja established two 'Visistadwaita’ Muths 
(Monasteries) in Puri, one in his own name and the other - the ‘Embar 
(Emar) Muth' in the name of his cousin Govindacharya. Recounting 
the grand trip of Ramanujacharya round the peninsuls A. Govindacharya 
mentions in his book The Life of Ramanujacharya: 


Sri Rangam Karisailjamanjanagari Takshadri Simhachalam 
Sri Kurma Purushottaimam cha Badari Narayanam Naimisham 
Srimad dwaravati Prayaga Mathura Ayodhaya Gaya Puskaram 


Salagramgirim nishevya Ramate Ramanujoyam Munih.® 


There is no doubt, that Ramanuja marched through Puri 
(Purusottam) and gave the Jagannath cult a definite philosophical 
orientation. Jagannath temple being a religious centre, attracted 


33 


Digitized by srujanika@gmail.com 
[୭] Iv J € 


heterodox religious sects making itself a religious melting-pot. Tantrik- 
Buddhism, Saktism, Saivism, Nathism, etc. got mixed up with the 
Jagannath cult. The Buddhist called Jagannath the incarnation of 
Buddha, the Saktas called him Sakti, Saivas called him Bhairava: 
"Vimala Bhairivi jatra, Jagannathastu Bhairavah", etc. Thus around 
12th century A.D. there was a peculiar kind of indigenous religion 
prevalent in Orissa. But after the advent of Ramanuja, Lord Jagannath 
was re-christened and was accepted as Vishnu, though the religious 
syncretism associated with Jagannath too was accepted and recognised 
as peculiar to this benevolent and tolerant deity. Ramanuja introduced 
the Vaishnava system of worship and daily oblation of the deity, though 
the earlier forms of worship were also allowed to continue. Before the 
advent of Ramanuja the reigning 'Ganga' Kings of Orissa were staunch 
Saivites. Even Ananthavarman Chodaganga was a saiva in his early 
life. Late in life he came under the influence of Ramanuja and became 
a Vaishnava transforming himself from ‘Parama Maheswar' to ‘Parama 
Vaishnava’. The royal patronage provided the Vaishnava movement 
the desired impetus and flagged off Bhakti movement in Orissa. 


Another Vaishnava saint Nimbarka supported and propagated the 
Bhakti cult in the late part of 12th century. Though Nimbarka belonged 
to the south, he lived in Vrindavan, near Mathura and most of his 
disciples were from the north. He propounded the 'Dwaitadwaita' 
philosophy and founded the sect called 'Sanaka Sampradaya'. It is he 
who first extolled Krishna as the ‘Absolute Brahman' and Radha, his 
consort and 'Hladini Sakti' (ecstatic energy). This concept of Radha 
which was new in Vaishnava pantheon was brought to Orissa by 
Nimbarka. Prof. P.Mukherji writes in his book The History of Medieval 
Vaishnavism in Orissa: 


But Radha idea came to Orissa from the north and not from the south. 
The conception of Radha has been given a prominent place in the teaching 
of Nimbarka. He was a Telugu but he settled in Vrindavan.’ 


The third most influential Vaishnava movement that came from 
the south was that of the ‘Dwaitavada', the ‘dualistic philosophy’ 
propounded by Madhvacharya. He did not favour the Radha-Krishna 
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concept, and enjoined the worship of Vishnu as the ultimate Brahman 
whose Sakti is Lakshmi. 


In northern India Vallabhacharya expounded Bhakti to Sri Krishna 
called Shri Nathji. He founded the 'Pustimarga'’ that is the path of divine 
grace. According to this sect Krishna is regarded as the highest Brahman 
and highest joy (Paramananda). Vallabhacharya too emphasised on 
Bhakti as an instrument in realisation of God. 


Puri, which is known as the 'Purusottama Kshetra', has always 
been the religious capitals of India. In the 12th century it became a 
point of confluence of all the streams of religious creeds which sought 
their convergence within the ocean of Lord Jagannath. All the saints 
and prophets came to Puri to put their faiths to test in the precincts of 
Jagannath temple and to procure the Lord's sanction. 


It was around this time that Jayadeva the famed poet of Orissa 
and composer of the celebrated Gitagovinda lived in Puri in constant 
devotion to Lord Jagannath. Chandradutta, a Maithali poet in his work 
Bhaktamala alludes to Jayadeva's place and occupation. 


Jagannatha Puri prante 

Deshavaichotkalabhidhe 

Bindubilva iti khyato gramo Brahamana sankulah 
Tatrotkale dwijo jato Jayadeva iti Srutah 
Vidyabhyasaratah santhah Purushottom pujakah.’® 


Jayadeva's association with Jagannath is thus a well-known fact. 
No wonder, a poet-saint as he was, Jayadeva was profoundly influenced 
by the great masters of Vaishnava Bhakti movement in general and 
Nimbarkean doctrine in particular. That is why one finds in Jayadeva's 
Gitagovinda the celebration of the love-frolic of Radha-Krishna. Radha 
has been extolled as an eternal consort of Krishna by Nimbarka. But 
he gives prominence to "Swakiya". That is why we find no where 
Jayadeva depicting Radha in an extra-marital (Parakiya) situation in 
Gitagovinda. However, the erotic details one finds in Jayadeva's Kavya 
may be said to be a distinct 'Sahajiya Buddhist' influence. There was a 
time when Hinduism hung in precarious balance. It is at this juncture 
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that Hinduism had to assimilate heterodox elements into its folds partly 
to placate the practitioner of other religious creeds and partly for its 
own survival. Sri Ramanuja's dogged efforts and tireless preachings 
round the country rooted Hinduism firmly back in its own soil. But the 
diverse elements which it had already acquired struck deep root and 
continued to manifest in various forms. The sexo-yogic practice, for 
example, that which one finds in the early Vaishnavism had its roots 
in the concept of the union of male and female principles symbolised 
by Krishna and Radha, perhaps inspired by the Vajrayana Buddhist 
concept of 'prajna' and 'upaya'. Prof. N.N. Bhattacharya confirms my 
belief by what he says in his book Ancient Indian History and 
Civilisation: Trends and Perspectives: 


The Vaishnava theory and practice of unconventional love 
(Parakiya) is a direct adaptation of the Sahajiya Buddhist way of life. 


To Jayadeva goes the credit of perfecting the Radha-concept in 
his Gitagovinda and also the 'Madhura-rasa upasana' in its twin aspects 
of Gopi-bhava and Radha-bhava. Madhavendra Puri (about 13™* century 
A.D.) an ardent devotee of Gopala came to Puri to fetch sandal-paste 
for the image of Gopala which he had recovered from a grove at 
Vrinadavan. Madhavendra Puri was the grand preceptor of Sri 
Chaitanya (Sri Chaitanya's Guru was Iswar Puri and his Guru was 
Madhavendra Puri). Madhavendra Puri was the precursor of Sri 
Chaitanya in the service of Krishna through conjugal passion. 
Madhavendra's coming to Puri, and his profession of 'Radha-bhava' 
(the consort-service) establishes the fact that he was influenced by 
Jayadeva's Gitagovinda, which is a typical product of Orissan 
Vaishnavite Bhakti movement. 


Radhabhava or the consort mode was nowhere there in India, not 
even in Bengal. Prof. Prabhat Mukherjee observes: 


Before him (Madhavendra Puri) the consort mode of devotion was 
unknown also in Bengal.!? 


This he quotes from no less authentic a source than Chaitanya 
Bhagavata, 111, 4. 
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When one pieces together the religious history of India and more 
particularly of the eastern regions, one arrives at two obvious 
conclusions, i.e. one that Vaishnavism did not strike root in the fastness 
of Bengal till perhaps 14 century. The earliest exponents of 
Vaishnavism in Bengal-Bihar regions were Vidyapati and Chandidas, 
who extolled Radha-Krishna in their respective works such as The Love 
Song of Vidaypati and Sri Krishna Kirtan, both of which are frank 
imitations of Jayadeva's Gitagovinda. Vaishnavism especially the 
Radha-Krishna cult was consolidated and popularised in Bengal by the 
great master Sri Chaitanya in the 16th Century. History records Sri 
Chaitanya's visit to Puri and his long sojourn there. From 1510 to 1516 
the master travelled extensively all over India with sojourns at Puri. 
Sir J.N. Sarkar writes that "thereafter at the age of 30, he settled at 
Puri and spent his remaining days in constant adoration of Jagannath". 
The intense respect and esteem with which he held Gitagovinda is a 
fact of history, no two opinions aboutit. It is quite reasonable to surmise 
then, that Sri Chaitanya must have been influenced by Jayadeva's 
Gitagovinda and the form of devotion to Radha-Krishna enjoined in 
it. 

Furthermore, in the 12 century A.D., one ironically finds 
Buddhism- in its various debased forms- dominating over Bengal 
(which has already been discussed in the beginning of this section III). 
The second conclusion is that the theory of the Bengali origin of 
Jayadeva which has so far been bandied about in scholarly circles, is a 
historical humbug. The reasons are obvious and historical. Let's put 
matters straight. Jayadeva belonged to twelfth century. The great 
religious reformers, i.e. Ramanuja and Nimbarka propagated 
Vaishnavism in Orissa during 12" century. Nimbarka added a new 
dimension to the movement by introducing Radha-Krishna cult. 
Jayadeva's Gitagovinda is unmistakably a Vaishnavba kavya, and 
precisely about Radha-Krishna. And at that time Vaishanvism was not 
prevalent in Bengal as has earlier been discussed, let alone Radha- 
Krishna cult. It was unknown in Bengal as is corroborated by Prof. P. 
Mukherji when he says: Before him (Madhavendra) the consort mode 
of devotion was unknown also in Bengal." 
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Madhavendra Puri is Sri Chaitanya's grand preceptor who belonged 
to 13 century. This means by twelfth century Gitagovinda could not 
have been written in Bengal, since its mainstay is the consort-mode of 
devotion. 


Again the Pala kings who were reigning in Bengal up to 1120 A.D. 
were great patrons of Buddhism. After the fall of the Pala dynasty 
"Buddhism", as Prof. Lunia remarks, "survived in the guise of such 
medieval religious cults of Bengal as Nathism, Sahajiya, Avadhuta and 
Baul etc."’* These religious cults were anything but Vaishnavism. In 
such a Buddhist-Tantrik religious ferment which was prevalent in the 
Bengal of 12® century, a typical Vaishnava kavya as Gitagovinda is 
well nigh impossible to think of. 


Jayadeva's association with Jagannath is an undeniable fact and 
the recitation of Gitagovinda before Lord Jagannath as a part of the 
routine oblation is too wellknown to be emphasised. The impact of 
Gitagovinda, one discerns, on Orissan literature, iconography, painting, 
sculpture, music etc. indicates that it is home grown, not imported; 
otherwise it couldn't have exercised such a tremendous influence on 
Orissan popular psyche and culture. 


Jayadeva uses eleven melodic patterns (Ragas) in his poem in 
accordance with the prevailing Karnataka or Odissi classical musical 
tradition. Sir William Jones, the first translator of Gitagovinda (into 
English) toes the line of enquiry relating to the musical modes (in the 
vocal tradition) mentioned in the text to ascertain the birth place of 
Jayadeva. Be mentioned here that Sir William jones was stationed at 
Calcutta, therefore, it is quite natural to imagine that he must have 
tried to find if there were any separate musical systems in Bengal of 
classical origin which fitted into the modes mentioned in Jayadev's 
text. Being convinced of the fact that they do not, he perhaps looked 
for their origin in the other parts of the country. Thus he makes a very 
interesting observation in his article entitled 'On the Musical Mode of 
the Hindus': 
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... When 1 first read the songs of Jayadeva who has prefixed to each of 
them the name of the mode, in which it was anciently sung, I had hope of 
procuring the original music but the Pundits of the south referred me to 
those of the west and the Brahmins of the west would have sent me to 
those of the south while they, I mean, those of Nepal and Kashmir 
declared that they had no ancient musick, but imagined that the note to 
the Gitagovinda must exist anywhere, in one of the southern provinces 
where the poet was born.!° 


This settles the controversy at rest about the origin of Jayadeva, 
for Bengal is not one of the southern provincés. 


Sir William again writes in the preface to his translated edition of 
Gitagovinda that it was 


The work of Jayadeva who ... was born, as he tells us himself, in Kenduli, 
which many believe to be in Kalinga; but since there is a town of a similar 
name in Burdwan, the natives of it insist that the finest lyrical poet of 
India was their countryman...” 


This indicates two things, i.e. one, that Sir William Jones was not 
convinced about the Bengali claim, two, that there was a systematic 
campaign on the part of Bengali scholars to acculturate Jayadeva as a 
Bengali. Thomas Donaldson maintains that: 


... it is noteworthy that all the musical notes (Ragas) used in Gitagovinda 
are fully utilised with greater dimension by the old Oriya writers, these 


ragas are rarely met with in the old Bengali literature.” 


Again what Barbara Stoler Miller observes in the introduction to 
her translated edition of Gitagovinda sheds interesting lights on this 
issue. Initially, she tries to maintain a noncommittal stance in what 
she says: 

Although the Bengali position remains tenuous, both legends and 
historical documents suggest that Jayadeva lived and composed in Eastern 
India during the later half of the 12® century.” 


This is her tongue-in-check response to the opinion proffered by 
Prof. Suniti Kumar Chatterji in his monograph Jayadeva. But as an 
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objective and unbiased scholar Prof. Miller shuns noncommittal stance 
and proceeds to add that: 


Sri Jayadeva’s use of the epithet ‘Jagadisha’, ‘Lord of the World’ for 
Krishna in the first song is too similar to Jagannath to be accidental - the 
Gitagovinda may well have taken shape in the richly syncretic 


environment of Puri in 12th century.®® 


A close study of Jayadeva's Gitagovinda makes one conscious of 
his fond and frequent use of ocean imagery in his Kavya which leaves 
little doubt in one's mind that perhaps he lived very close to the ocean 
and was familiar with its beautiful and terrible aspects. He must have 
observed closely the moon rising out of the ocean. Even in the signature 
verse of his seventh song where Jayadeva indicates 'Kendubilva' as 
the place of his birth, he uses ocean imagery: 


Kendubilva Samudra Sambhava Rohini Ramanena.®! 


He compares himself with the moon and 'Kendubilva' (his native 
village) with the ocean. The simile is that- as the moon emerges out of 
the ocean and dispels darkness likewise Jayadeva (the moon) emerges 
out of Kendubilva (the ocean) and dispels the darkness around. Such 
use of the water imagery and such intimate picture of the moon and 
the ocean can only occur So spontaneously to a person who is familiar 
with the sea; and is unlikely to come by so naturally to a person living 
on the hinterland of Bengal such as 'the Birbhoom Kenduli'. 


One can go on adducing evidences in favour of the fact that 
Jayadeva undoubtedly belonged to Orissa. But there is no point in over- 
orchestrating a proven thing. This point has so amply been proved and 
sO massive a body of evidences piled up by scholars in the field 
beginning from Sir William Jones and Thomas Donaldson to the more 
recent Oriya scholars like Kavichandra Kalicharan Patnaik, Dr. 
Satyanarayan Rajguru, Dr. N.K.Sahu, Mr. K.N. Mohapatra, Dr. 
Banamali Rath, Pt. Nilamani Mishra, Mr. A.K. Tripathy (IAS) and to 
the American scholar Barbara Stoler Miller, that it hardly needs any 
reinforcement. 
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In trying to locate Jayadeva in the perspective of the general 
religious history of India, particularly of Eastern India, I made a brief 
survey recounting the major issues and events in broad outline against 
which Jayadeva and Gitagovinda would attain relevant focus. 
Incidentally, during this study, I chanced upon some evidences which 
provided the missing links and filled-in gaps. I hope they will buttress 
up and supplement the evidences adduced by the earlier, 
aforementioned scholars. 
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MYSTICISM IN JAYADEVA’S GITAGOVINDA 
Tandra Patnaik 


Jayadeva’s Gitagovinda is widely acclaimed as a unique literary 
work perfect in all respects - in its lyricism, use of rich metaphors and 
aesthetic depiction as well as evocation of emotions. This love poem 
written sometime in 12th century received wide religious sanction all 
over India. No doubt, the chief protagonists in this work are divine 
personae, i.e. Radha and Krushna, but it ultimately deals with the 
psycho-physical state of man and woman passionately in love. The 
detailed description of the sensuousness associated with the physical 
passion turns the poem into a fanciful erotica. So a modern mind steeped 
in ignorance of Orissan as well as Indian culture may find it 
bewildering. The physical passion depicted in the poem seems to go 
against the sublimity associated with religion. My task in this paper is 
to underpin the mystical dimension of this immortal love poem, which 
I feel, can resolve the paradox. The term mysticism implies a search 
for the Absolute truth beyond human rationality through contemplation, 
self-surrender and love. Jayadeva’s Gitagovinda is definitely a work 
of this genre. Otherwise it would not have been accepted so widely by 
the religious-minded common mass of India. But any such mystical 
exploration has to be based on some metaphysical principles. They 
provide the foundation of mysticism. So my first task is to delve deep 
into the metaphysical foundation of Gitagovinda. 


1. The Theory of jivatma and paramatman 


Gitagovinda inspite of its apparent description of an intensely 
passionate love suggests a philosophy of bhakti which can be said to 
be its core meaning. The idea of bhakti is largely inspired by the 
Upanisadic philosophy. The Upanisads reflect man’s search for the 
ultimate truth. Man, caught in the web of ego and ego-based empirical 
life, realises his finitude and inadequacy. Thus the Upanisads proclaim: 
nalpe sukhamasti bhumaiva sukham, yat vai bhuma tat sukham,! (The 
Bliss is not to be found in the finite, that which alone is infinite and all 
embracing is the ground of blissfulness.) The Upanisadic solution to 
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man’s eternal quest for the ultimate bliss (amanda) is the realisation of 
the identity between jivatman and paramatman. This idea is represented 
through Mahavakyas like - Aham Brahmosmi, Tat Tvam asi, etc. Our 
ancient seers prescribed a fourfold value scheme for a balanced and 
harmonious life. They are — artha, kama, dharma and moksa. Artha 
stands for physical, kama for psychic, dharma for moral and moksa for 
spiritual dimensions of human life. Man needs all these values to lead 
a meaningful life, yet moksa, the spiritual yearning of man is regarded 
as the highest value; and the Upanisads being the moksa sastra 
emphasise the importance of the realisation of spiritual goal through 
knowledge of the self as non-different from the cosmic self, i.e. 
Brahman. 


But Upanisadic philosophy is not only abstract and elitistic, it also. 
suggests a difficult path of self-knowledge as the means to spiritual 
liberation. The Vaisnavite Vedantins like Ramanuja and Nimbarka 
made these otherwise abstract ideas of the Upanisads concrete and 
accessible to common man through the introduction of the ideas of a 
personal God and bhakti. It is strongly felt that this Vedantic vaisnavism 
forms the very basis of Jayadeva’s mystical poetry. So we must discuss 
in brief the essential features of Ramanuja’s and Nimbarka’s 
philosophy. 


Ramanuja, in contrast to Sankara’s Advaita Vedanta, holds that 
Brahman is not a non-qualified, formless, abstract principle. Brahman 
is the personal God — Narayana or Visnu. Individual self is the part 
(amsa) and He is the whole (purna). Due to our ignorance we tend to 
forget the true nature of our self and indulge in empirical and worldly 
enjoyment. It is only through self-surrender, constant meditation and 
devotion that we realise the non-difference between jivatman and 
parmatman. This is bhakti. So it is not knowledge (jnana), but bhakti 
which is the true path of self-realisation. 


Nimbarka, on the other hand, provides a modified Vaisnavism 
popularly known as Bhedabhedavada. He conceives the relation 
between jiva and Brahman in a new way. For him the relationship is 
not exactly a relationship of /adatmya or identity. Jiva, according to 
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him, maintains its own individuality even in the state of moksa. 
Moreover, bhakti for him does not mean constant contemplation and 
worship, but a form of love. His notion of bhakti is based on madhurya 
(sweetness of love). So bhakti as love demands complete forgetfulness 
of one’s ego and intense attachment of the object of ultimate love, i.e. 
God. But it is not a one-sided affair, even a similar response comes 
from God who grants grace to His devotee. Without the combination 
of both, mukti is not achievable. In the state of this unitive experience 
there is identity (abheda) between jivatman and paramatman, yet the 
soul maintains its individuality (abheda). That is why Nimbarka’s 
philosophy is called Bhedabheda tattva. To emphasise the sweetness 
and personal relationship between man and God, he describes God as 
Gopalakrushna accompanied by Radha and Gopis.? He is engaged in 
play with them. Thus Nimbarka is the prominent propounder of the 
Radhakrushna cult. 


In this context the term bhakti needs elucidation. Bhakti implies 
faith, not rational analysis. Etymologically analysed, the word bhakti 
is derived from the root ‘bhaj’, which means to serve to honour, to 
pursue, to love, to adore. Thus bhakti can refer to experience as well 
as practice, reverence as well as love and adoration. According to 
Panini, it is a bhava — a mental state. In case of a relation between the 
human and the divine it implies a feeling of devotion or intense love 
manifested in thought, words and deed. Thus in Sandilya Sutra bhakti 
is defined as — Isvare paranurakti, i.e. intense and highest form of 
attachment to God. So a bhakta’s path is a path of emotion. 


The Vaisnavism of Ramanuja and Nimbarka had tremendous 
influence on Orissan culture. Chodagangadeva, the king of Puri, who 
was originally a Saivite was also influenced by Vaisnavism, especially 
of Ramanuja’s sect. It can also be claimed that Jayadeva’s Gitagovinda 
contains the essence of Ramanuja and Nimbarka’s Vaisnavism. But it 
should be noted that Ramanuja’s idea of bhakti is more intellectual in 
nature. For him bhakti is constant contemplation (dhruvam smrutih). 
Therefore I would like to disagree with the scholar like Barbara Stoler 
Miller? who holds that Jayadeva was inspired by Ramanuja’s 
Vaisnavism. Rather I would side with Pt. Surya Narayan Dash* who 
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traces Jayadeva’s mysticism to Nimbarka’s sect of Vaisnavism. Yet I 
would also like to add that Vaisnavism of both the schools could not 
have served as the true basis of his Gitagovinda. Both Ramanuja’s and 
Nimbarka’s conceptions of bhakti are more or less puritanic. Even if 
Nimbarka talks of Radha, she is pictured as the consort of 
Gopalakrushna — not the beloved or mistress. Their mysticism would 
not allow an extra-marital amorous love in the depiction of the relation 
between jivatman and paramatman. So to trace the source of Jayadeva’s 
mystical love we have to search alternative theo-metaphysical ideas. 


II. The cult of Jagannath and Jayadeva: 


It seems impossible to discuss Jayadeva’s mysticism without a 
reference to the cult and culture of Jagannath. Without going into details 
it can be stated briefly that the Jagannath cult is the product of varied 
and sometimes conflicting theo-metaphysical theories. Medieval Orissa 
witnessed a confluence of innumerable sects like — Saivism, Saktism, 
Tantrism, Vaisnavism and the non-Aryan religious sects of the Sabaras, 
vying with each other to take root in this holy land. Instead they became 
part of the grand culture of Jagannathism, each having its own 
contribution in the development of the conception of Jagannath. It is 
believed that there was some other form of Vaisnavism in Orissa in 
pre-Ramanuja period as indicated by some works like Prabodha 
Candrodaya and Saradatilaka. The idea of Visnu and Jagannath as 
Krushna and Purusottama was incorporated into the Jagannath cult. 
According to the treatise Saradatilaka, the Vaisnavite deities can be 
classified under three names, Visnu, Narasimha, and Purusottama. 
Visnu represents the Bhagavata Vasudeva aspect, Narasimha the violent 
(ugra) aspect and Purusottama, the amorous aspect.’ Jagannath under 
the Vaisnavic influence was identified as Purusottama. Again the same 
treatise shows that Visnu was worshipped in Orissa in four aspects — 
as Srikara, he is conceived as the consort of Laksmi, as Krushna he is 
the beloved of Gopi’s, as Pradyumunt he is the God of love, and as 
Trailokya Mohan he is conceived as the combination of Kama and 
Visnu.° These treatises, along with some texts of the Paipplad branch 
of Atharvaveda, show that the idea of Visnu as Madhava and playful 
and amorous Krushna was a significant feature of Orissan Vaisnavism. 
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Such ideas were prevalent in Orissa much before Ramanuja’s and 
Nimbarka’s philosophy influenced Orissan vaisnavism. 


Thus in Jayadeva’s Gifagovinda we notice a grand synthesis of 
the varicu 4 of Vaisnavism. His mystical love song includes within 
its fold — the theories of jivatman-paramatman identity, the theory of 
bhakti as intense desire of the individual to have communion with God 
and thereby to enjoy eternal bliss of the unitive experience; and also 
the theory of Visnu in his amorous dimension. 


Now the crucial question we must attend to is - why had Jayadeva 
to take resort to the erotic love poem to explain the jivatman- 
paramatman tattva ? If we have some knowledge of Indian philosophical 
culture then it becomes clear that even a staunch intellectual 
philosopher like Sankara had to take resort to metaphors to explain the 
basic philosophical ideas of the Upanisads. Even the Upanisads are 
full of such metaphorical expressions. The reason for taking resort to 
metaphor is the fact that infinite and spiritual experiences cannot be 
caught in the web of our finite conceptual frame-work. Taittiriya 
Upanisad therefore very clearly points out — Yato vaca nivartante 
aprapya manasa saha.’ Thus in most of the philosophical treatises we 
come across the use of metaphor in profusion. It is no wonder that 
Jayadeva uses Gitagovinda itself as a grand metaphor to explore the 
intimacy and intensity of relation between the human and the divine. 
This intensity could not have been portrayed better, other than the 
allegory of a relationship between the lover and his beloved. The people 
of medieval period accepted the religious implication of the poem 
without any hesitation, because they understood the true essence of 
Vaisnavism. 


The other important issue which I raised while introducing the 
paper pertains to the so-called unholy combination of eroticism and 
religiosity. Those of us who have been trained to look at our own culture 
from the Western perspective find this quite perplexing. Western culture 
had always perpetuated a binary between reason and emotion. For them 
reason is higher and holier; but emotion is something lowly and base. 
Fortunately in our culture emotion is accepted as a significant aspect 
of human life. There is nothing unholy about amorous love. Thus 
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Brhadaranyaka Upanisad describes the state of spiritual relation in 
the following way: ‘‘as a man embraced by his wife knows nothing 
that is without and within, similarly the soul when embraced by the 
Lord knows nothing that is without or within.’’® 


Besides, I have stated earlier that kama is taken as a value or goal 
of human life along with moksa by our ancient seers. They do not find 
anything anomalous in this combination. Kama is not a bad word. It 
includes the desire for physical love, for, it is the very basis of human 
procreation and the continuation of human race. But kama when 
directed towards worldly objects makes a man bubhuksu — the hungry 
man with insatiable desire; and when directed towards God and self- 
realisation, it is mumuksu — the desire for moksa. Man in spite of being 
empirically inclined has an inherent thirst for the infinite bliss. This 
quest for the ultimate bliss finds an aesthetic expression in Jayadeva’s 
treatment of desire for the purpose of moksa. Man in Spite of being 
empirically inclined has an inherent thirst for the infinite bliss. This 
quest for the ultimate bliss finds an aesthetic expression in Jayadeva’s 
Gitagovinda. 
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RADHA AND JAYADEVA'S GITAGOVINDA 
Prafulla Kumar Mohanty 


Radha is universally accepted as an archetypal metaphor of love. 
As the divine consort of Lord Krushna, she has gained a mythico- 
literary authenticity as an explanation of the concept of perfect 
symmetry of the Universe: she complements the cosmic powers of 
Krushna. But Radha as the consort of Krushna is a late realization in 
Indian theological evolution. Krushna as the earthly manifestation of 
Vishnu dates back to B.C. 400-200 when the Bhagavata cult emerged 
in north India; but there is no Radha as a formal consort. In the 
Mahabharat there is no reference to Radha although Krushna dominates 
the entire epical scene of the ancient Aryavarta (the northern half of 
epic India). Even the Srimad Bhagabatam which the Cultural Heritage 
of India places in the eighth century A.D. does not mention Radha. 
Yet Radha in the Hindu religious discourses is a divine presence as 
the consort of Krushna. (The word Consort, however, does not convey 
any other socio-religious meaning than "sitting by the side". The French 
Paredre is closer to the Indian meaning later associated with Consort). 
Radha is the sakti or energy of Krushna and symbolically the energy 
of the cosmos. She is the power of joy, the ahladini sakti of Krushna 
and she is often identified with both Durga and Kali, the bright and the 
dark forms of the cosmic energy. In the Hindu calendar Radhastami is 
observed in the month of bhadrava which suggests that Radha is very 
much an aspect of the cultural-religious faith system governing social 
life. Radha in popular belief is the united power of Kali and Durga. 
Charlotte Vaudeville in her paper presented at the June 1978 World 
Conference at Harvard University writes: 


It was in Brindavan (Sanskrit Vrndavana) in the heart of the Braj country, 
that the gopi Radha, Krishna's sweet heart in popular tradition and the 
very embodiment of pure love (mahabhava) for Krishna, came to be 
established as the latter's sakti and consort in the theological and cultic 
sphere. The treatises of the Goudiya sect, written by the gosvamis (cow 
masters) of Brindavan, disciples of Caitanya, conceived her as the 
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supreme Lord's hladini sakti, his "energy of bliss", and elevated her to 
the rank of the Adyasakt, the cosmic energy, the primeval mother of the 
world. Such a metamorphosis took place away from Puri, where the cult 
of the Jagannatha trio or the Jagannatha-Ekanamsa pair (Jagannatha and 
Subhadra) was still dominant. Yet it could only take place in a tradition 
deeply imbued with tantric thought and practice, as was that of the 


gosvamis who had come from Bengal to Brindavan. 


Although Vaudeville credits Caitanya and his disciples for having 
elevated Radha to the rank of the Adyasakti, she has deviated from the 
authentic traditions which obtained before Caitanya. Poet Jayadeva (of 
village Kenduvilva or Kenduli near Puri in Orissa (?) , in his 
Gitagovinda, a lyrical kavya, (a lyric drama too), has done it earlier. 
In fact the Radha of legend and popular myth appears for the first time 
as a flesh and blood figure in the Gitagovinda. In the plays of Rupa 
Goswami like Vidagdhamadhaba, Lalitamadhaba and Ujjwalanilamani 
too Radha appears in human form. But more than a human figure, Radha 
is conceived as the greatest bhakta or lover. In the cultist Viaishnava 
tradition to which Rupa Goswami belongs, Radha is the divine lover 
and the divine recipient of love. But it must be handed out to Jayadeva 
for having given Radha a "Icoal habitation and a name" to orchestrate 
with the divine melody maker Krushna as his consort. 


After the sixteenth century, however, Radha enters the Indian 
bhasa literatures like Oriya, Bengali, Maithili and Bhojapuri in a big 
way. Radha goes beyond the Vindhyas to the south too and the entire 
country and its native culture elevates her to the state of a great lover, 
divine and full like prakruti. But in popular Puranic literature, Radha 
is portrayed as a married woman, wife to Chandrasena, cowherd. In 
the fifteenth century Oriya epic, the Mahabharat of Sarala Das, there 
is a humorous episodic reference to Chandrasena and Radha. Sarala 
Das does not focus on the Radha-Krushna love theme directly in his 
epic, but Krushna asks a tunnel-maker to dig a tunnel to Radha's 
bedroom in the Chandrasena house. The relationship between Krushna 
and Radha in the post- Gitagovinda Radha literature places it at the 
parakiya level. For the Vaishnavas Radha is a "medium", and identity 
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which makes the unattainable Krushna-essence attainable. Radha 
spreads over the Universe as the sakti or divine energy of Krushna. 
She absorbs the full manifestation of the divine, the mundane and the 
human in the universe, and is also absorbed by it. Donna Marie Wulff 
perceptively comments: 


Through her great love, made manifest in songs, in poems, in vernacular 
plays, and in dramas such as Rupa's Radha, renders Krishana, accessible 
to Vaishnava Bhaktas. She is necessary not becacuse the Lord is 
conceived as unapproachable (as is often the case in religious traditions 
in which a mediator plays a prominent role), for it is not Krishna's 
majestic otherness (aisvarya) that is paramount for Gaudiya Vaisnavas, 
but rather his exquisite sweetness (madhurya). Something quite different 
is clearly at work here. Radha is necessary because love requires two, 
because sweetness needs "another" to taste it. 


Moreover Radha literally means a constellatioin far larger than 
man's imagined universe identified with the totality of Krushna. The 
union between the complementary duality of Radha and Krushna is 
man's ultimate moksa, salvation. This union is the absolute and central 
energy of creation, a creation that enjoys and effects enjoyment in man. 
In the final scene of Vidagdhamadhaba, Rupa Goswami writes: 


What supreme enjoyment arises 
When Krishna and Radha are united ! 
Who could cease to tell of that 
quintessence of erotic mood 


Save one speechtiess utterly with ecstasy ? 


Radha is the ultimate giver of rasa, the intersest physical, psychical 
and spiritual enjoyment that man can imaginatively experience. 
Krushna is the receiver and the giver of the rasa that Radha churns 
out through love and its consummation at the physical and spiritual 
levels. Radha thus is more important than Krushna as she attains him 
through love. She could make the Vishnu, the greatest Purusha, and 
its highest manifestation Krushna accept that love as the ultimate in 
earthly experience rendering transcendent bliss. Radha, therfore is a 
metaphor of conjugal bliss where love is larger than life and is the 
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quintessence of reality. The Lord of the universe is the lover and his 
sakti or energy is Radha's love. Radha's love envelops the entire 
diversity of the universe, its bio-diverstiy, to embrace the aisvarya 
and madhurya of Krushna. This is the peakmost or ultimate tangible 
experience of love archetype, for greater than Cleopatra of history. 
Radha is only the lover: For her family, kingdom, war, children have 
no palpability. She peers into the primal centre of life, the still-point 
vibarating with the energy charges of love, and perpetuates the vibration 
with her all-encompassing union. 


We see this Radha, for the first time in literature, in Jayadev’s 
Gitagovinda, the embodiment of amour, the symbolic energy of love. 
Rupa Goswami introduces, in his plays, more characters, and names 
one of Radha’s arch-rivals for Krushna’s love, Chandravali: But what 
Rupa Goswami gains in terms of social realism, he loses in terms of 
lyrical intensity, and more importantly, in projecting the concept of 
Radha in its disembodied essence. It is the Gitagovinda that gives 
Radha both a physical and spiritual authenticity and metaphorical 
significance. She is both woman and the abstract nuances of love, body 
and dream, history and mystery. A close look into Jayadeva’s 
Gitagovinda is called for at this point. Gitagovinda has a dramatic 
structure. In a brief opening exposition Radha is asked by Nanda to 
see off ‘‘this darkness - fearing son of mine at home.’’ At this command 
Radha and Krushna wander in the forest celebrating love and life on 
the banks of the Yamuna: 


Meghair Meduramambaram Vanabhubah Shyamstamaladrumair 
Naktam bheerurayam twameva Tadimam Radhe gruham prapaya 
Ittham Nanda nidesataschalitayoh Pratyadhwakunja drumam 
Radhamadhabayorjayanti Yamunakule Rahakelayah 


This short exposition gives freedom to the ‘‘darkness-fearing’’ 
boy and the fearless free maiden. There is no social tension, no intricate 
plot. The suggestion of familiar reality of social life also ceases with 
these expository words. The primeval lovers are thus released into a 
universe where social sense is harmonized into a natural - elemental 
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life of love, beauty and cestasy. Radha and Krushna are now 
transformed into the night - fearing dark wanderer and his resplendent 
guide. 


The symbolism is obvious. The dark - bright binary resolves the 
mystery of fear and love. Krushna is ‘‘afraid’’ of darkness as it releases 
blind passion. Radha is the guide to that passion, its opposing fire. 
The sexual symbolism of union of polar opposites too is significant. It 
suggests the active and creative principle in love-embrace, modulating 
creation to a rhythm of accord. Krushna is the universal creative dancer 
and Radha is the controlling energy. Jayadeva, however, portrays Radha 
as the lover of the cosmic form and soul of Krushna. The purpose of 
creation is the dynamic equilibrium of love, and love is the open Wu Ii 
dance of Radha and Krushna in creative union. The Gitagovinda is 
structured on the sensuous beauty, of the universe. The cosmic duo in 
their physical beauty and charm fill the universe and the symmetry 
and beauty of the universe fills them. This mutual fulfillment resolves 
the binary of body and spirit into a concourse of harmony: 


Soft sandal mountain winds caress quivering vines of clove 

Forest bowers hum with droning bees and crying cuckoos. 

When spring’s mood is rich, Hari roams here 

To dance with young women, friend- 

A cruel time for deserted lovers (Song 3) 

Or, 

Jaladapatalavaladinduvinindachandana tilaka lalatam 
Peenavanastana mandala mardana nirdaya hridaya kapatam 
[His sandalpaste browmark outshines the moon in a mass of clouds. 


His cruel heart is a hard door bruising the circles of swelling breasts.) 


Fullness, rotundity, fragrance, softness and luscious beauty of the 
night evoke love and the desire for union in both the divinities. The 
Gitagovinda begins with Radha’s jealousy at Krushna’s orgiastic dance 
with the Gopis and her intense desire for union with Krushna : 


53 


Digitized by srujanika@gmail.com 


My heart never admits his fault 
Though cherished he romances 
With the herdwomen. 
My perplexed mind wants him back 
What shall I do now you tell me, friend. (I-10) 


But Krushna after a while realizes the indiscretion of communal 
orgy (rasalila) with the Gopis and goes to self-exile in a thicket of the 
forest. He is stung by regret and distracts himself from worldly 
distraction. Radha as the disciplinary principle of earthly passion 
attracts him out of the orgy to a contemplation of love. In other words, 
Radha’s love cures him of sensuality. Radha too retreats to another 
lonely bower sulking at the orgiastic passion of Krushna. The two 
beings do not communicate to each other but remember each other’s 
beauty, grace and humanity. Jayadeva ingenuously introduces another 
female character who functions in the poem as the Greek Mnemosin, 
the goddess of memory. As there is no progressive action in this 
dramatic poem, the reminiscences of Krushna and Radha substitute 
for movement and forward action in a subtle manner. The character 
introduced is an age-fellow (Sakhi) of Radha who serves as the go- 
between carrying forward ‘‘memory and desire’? to the cosmic lovers. 
Memory of the face, breasts, arms, lips supersensitized by images culled 
from nature lead to super fantasies of sexual union. 


I ponder on her brow over her anger-shadowed face 
Like a red-lotus shadowed by a bee hovering above (111-5) 


Or 


Protects she her bosom from endless fall 
Of love's arrows with wet lotus-petals. (IV-3) 


Radha’s desire-pangs border on the fantastic. The go-between 
friend brings Radha to Krushna’s mind and Krushna to Radha’s like a 
catalytic memory displaying objective concerns. She alone speaks and 
simulates the dramatic action raising memory to articulate 
communication. Intensive longing for communion is interpreted by the 
Sakhi and thereby she raises the two lovers to abstract levels. But the 
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abstractions throb with memory of past experience and are thus restored 
to their spiritual states. Their love enlivens the leaves, flowers, birds 
and the sky, and prepares the universe for the consummation of love. 
Finally ‘the moon rises and the cosmicity of the coming union is 
suggested by the Sanchari bhava or ‘‘Objeéctive correlatives’’ leading 
to rasanispatti, the consummation. Radha’s love craves for union, and 
Krushna realizes in her love the pure essence of his soul. But the 
consummation is delayed by one more day in the forest: For Krushna 
the hero-god has not yet fully surrendered to Radha’s love. When 
Krushna approaches Radha with his entreaties, Radha spurns him in 
mock fury. Unless Krushna’s desire for other women is won over by 
Radha’s purity of love, communion would be a fake, a passionate 
indulgence in physicality only. She therefore chastises him and refuses 
to accept his crazy apologies. Radha is ashamed that she had ever loved 
a philanderer. She accuses Krushna of having profaned her love: 


Tavedam pashyantah prasaradanuragam vahiriva 
Priyapadalaktaschuritamarunaschayahrudayam 

Mamadya prakhyatapranayabharabhangena kitava 

Twadalokah sokadapi kimapi lajjam janayati (VIII-10) 

[The lac marks left on thy breast appear to me like fiery passion 


cheat the image that I have borne of you and bring more shame than 
sorrow] 


But Radha finally wins the great lover who rises above sensuality 
and surrenders to love. He protests his single-minded devotion to Radha 
and honours her love: 


Thou art my ornament, thou art my life 

Thou art my gem in the ocean of life 

Be gracious, do me favour 

My heart endeavours to be worthy of thee. {X-4] 


Radha in the end triumphs as the recipient and giver of love. She 
sustains the dance of energy. In sexual terms Radha’s love and passion 
sustain the creative balance of the universal dancer, Krushna. The 
creative dance of energy is the true fulfillment of life in this dark world. 
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Krushna’s fear of darkness is finally relieved by Radha’s love. Radha 
in the Gitagovinda is the human lover elevating Krushna to sublimity. 


Jayadeva presents Radha as a svadhinabhartruka (XII-11); as a 
being overpowering her lover by her love. She is the chiselled essence 
of nature: She has no Social identity. She is a pure lover. Her love 
enslaves where it ennobles. Krushna himself recognizes her superior 
love by asking her to come on top of him, placing her foot on his head. 
Legend has it that Jayadev hesitated to compose the line, ‘‘Dehi 
padapallavamudaram’’ (X-8) out of deference for the great Lord; but 
the Lord himself wrote the line coming in his disguise, when the poet 
had gone out to take his bath in the sea. 


Krushna himself submits to Radha’s harmonizing power of love. 
In their union nature, the elements, art and music vibrate to the rhythms 
of their love. The harmony of dynamic rhythms of creation is suggested 
by this union. The poet, Jayadeva too partakes of that harmony, and So 
does mankind: 


His musical skill, his meditation on the Lord, 
His vision sublime of life's lila, 

His graceful erotica and orchestrated thrusts 
Are in harmony with Jayadeva’s vision 

Of the Lord and his creative union. (X11-21) 


Radha, thus, in Jayadev’s Gitagovinda is both symbol and reality, 
the activating principle and the action itself, the joy of life and its 
primal cause. 


* 
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THE LITERARY FORM OF 
JAYADEVA'S GITAGOVINDA 


Raghunath Panda 


Gitagovinda is the only recognised literary work found composed 
by Jayadeva, son of Bhojadeva and Vamadevi or Ramadevi. As a 
beautiful small ornate kavya the Gitagovinda had earned wide 
appreciation in India and abroad. Its sonorous diction and rhythmic 
musical excellence has created a unique place for it in the whole of 
world literature, crossing the barriers of the classical Sanskrit language. 
The most striking factor about the popularity of Gitagovinda is the 
introduction of the 24 songs in its 12 cantos (sargas) designed to be 
sung with the help of definite ragas and talas. This has never been 
done earlier by any poet in Sanskrit literature. 


Due to its attractions many literary critics have tried their hands 
in finding out its literary genre. Thus Lassen considered the poem as a 
lyrical drama and Jones called it a pastoral drama. Levi regarded it as 
an opera and Pischel placed it in the category between song and drama. 
Schroeder regarded it as a refined yatra. Keith compares it with the 
festival play in Bengal which resembles the rasa of Mathura where the 
short story of Krisnalila is shown accompanied by song and music.! 


Further, due to the division of the poem into sargas Keith finally 
regarded it as belonging to the generic type of Kavya.?* On the subject 
S.K. De observes "as a creative work of art, it has a form of its own 
and it has defied conventional classifications". This observation of De 
is true and close to reality, since Gitagovinda is an original piece of 
work of remarkable beauty which defies the traditional settings of 
laghukavyas or khandakavyas, say of the type of Meghadirta.’ It also 
does not conform to the muktaka type, namely the Rtusamhara or even 
Nitisataka. However no critic, oriental or occidental, is against the 
idea that Gitagovinda is a lyrical poem, which in Indian languages is 
called gitakavya or gitikavya. 


Here the title of the work which has been carefully chosen by 
Jayadeva is the most simple and significant clue to establish its broad 
category of kavya, that too gitakavya as the title indicates, i.e. 
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Gitagovindam. It means this is a book of songs where Govinda or Lord 
Krishna who was in the role of a cowherd has been sung about. 


Now, therefore, it is observed here that without going to search 
the genre of kavya outside, if the above cited critics had gone through 
the work itself alongwith its title, it would have been easier for them 
to reach at a definite conclusion. To corroborate this point of view we 
can cite the introductory verse by Jayadeva himself where the poet 
expresses his intention in the following verse : 


Vdagdevata-caritacitrita-cittasadma 
Padmavati-carana-carana-cakravarti/ 


Srivasudeva-ratikeli-kathtisametam 
Etam karoti jayadevakavi-prabandham// 


It means Jayadeva, who is obsessed in his heart by rhythms of the 
Goddess of speech (i.e. Saraswati), who sings at the lotus feet of Padma 
(or Laksmi) composes this prabandha ( a type of lyrical poem) from 
the tales of the passionate play when Vasudeva (Krishna) loved Sri 
Laksmi in the guise of Radha. 


Thus, the poet Jayadeva's intention is very clear from the beginning 
regarding the subject matter going to be narrated as well as the definite 
form and structure going to be undertaken for this purpose. As such 
the vernal love-play of Radha and Krushna is described in the 12 cantos 
of the Gitagovinda through different phases of the origin, growth, 
obstacles and consummation of love culminating in the union of the 
pair. 


This is all described in about 25 traditional classical Sanskrit 
verses cast in metres like Vasantatilaka, Sragdhara, Sardulavikridita, 
Harini, etc. as well as 24 songs designed to be sung in Karnata, Gujjari, 
Gondakiri, DeSakhya, DeSsavaradi, Vasanta, Bhairavi, Malava, 
Ramakeri, Malavagauda, etc. 


As regards the poet's intention of composing a prabandha-kavya, 
he has been doubly successful because of two reasons. Firstly, 
according to poetics smaller versified kavyas in Sanskrit are divided 
into two varieties, namely Prabandha and Muktaka. In a Prabandha 
there should be a co-herent plot structure having a story element 
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forming the core subject of description. Accordingly the desire, love, 
separation and finally union of Radha and Krushna give Gitagovinda 
the shape of a Prabandhakavya. Secondly, from the point of view of 
musicology a Prabandha type of a song is identified as ganavisesah 
prabandha*. Moreover, Laksmanasuri the author of the 'Srutiranjani' 
commentary quoting Sangitacudamani says 


caturbhirdhatubhih sadbhiScangair yasmat prabadhyate/ 
tasmat prabandhakathito pratapaprthivibhuja/’ 


The four dhatus hinted above are (i) Udgraha, (ii) Melapaka, (iii) 
Dhurva and (iv) Abhoga.° Later on an additional section called 'Antara' 
was marked to make the dhatus five. Besides, the four or five dhatus 
and six angas or limbs were also conceived to form the part of the 
prabandha type of song. They are- (i) Svara, Biruda, Pada, Tena, Pata 
and Tala. Though these integral parts convey different meanings yet 
they make the Prabandha-song a united whole of distinct musical 
variety.’ All the 24 songs of Gitagovinda conform to almost all the 
five dhatus and six angas, for which they can convincingly prove the 
nature of Jayadev's immortal poem, Gitagovinda as a Prabandhakavya 
without going to the hairsplitting classifications. Jayadeva was a master 
artist of poetics and musicology at one who could mix both the expertise 
in his monumental work Gitagovinda which has won laurels for the 
poem and the country of the poet as well. 
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NOTES ON THE METRES OF GITAGOVINDA(Gg) 
Gopal Krishna Dash 


The very nomenclature of the Gitagovinda (Gg) is self-explanatory, 
which differentiates it from the established categories of kavya. On 
the observation of commentators and critics it is regarded as mahakavya 
‘or lyric kavya. In strict sense of poetics it cannot be termed so. In fact, 
it is unique and a prototype in itself. 


The poet Jayadeva categorises the kavya as prabandha.! The kavya 
which is composed with thematic continuity in metrical form is a kavya 
of nibaddha variety. Poeticians designate it as prabandha kavya. The. 
mahakavyas and laghukavyas come under such category. A prabandha- 
kavya has $rngara as the principal sentiment with the description of 
abhisara and is composed with gita and tala etc.? A kavya in musical 
form is a prabandha.? It is a pure musical kavya ($l ffa).Gg is a kavya 
which contains both sarga-s and prabandha-s. Hence it has a rare 
distinction. 


The ancient form of metrical kavya is Kavya. The ancient dramas 
contain dialogues in prose and poems in metres. But the ancient 
dramatists did not use the musical aspect like dhruva in their immortal 
compositions. In strict sense of the term those dramas are not pure 
dramas. They are rather dramatic kavyas. Visvanatha Kaviraja is 
justified in including the rupakas under the category of kavya. The 
famous dramatists of the past have avoided musical intricacies or 
technicalities in their dramatic compositions. Music and dance are 
essential elements of Natya-s. In case of pure metrical kavyas those 
elements are not essential. 


» 


Jayadeva has interwoven the musical element in kavya, which is 
an epoch-making experiment. Gg comprises twelve sargas, eighty 
verses and twenty-four prabandhas. Seventy-seven verses are 
composed in different vrtta-s, one in jati metre, two in $sloka metre 
and twenty-four prabandhas in apabhramsa metres (matrika-chandas). 


Jayadeva has composed 37 verses in Sardila- vikridita, 8 in 
Vasanta-tilaka, 8 in Sikharini, 8 in Harini, 3 in Malini, 3 in Varmsastha, 
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3 in Anustubh, 3 in Puspitagra, 2 in Upendravajra, one in 
Drutavilambita, one in Sragdhara, 2 in Arya metre, one in Pathya and 
one in Pathya vaktra. 


Like Bhavabhiti Jayadeva has special affinity for Sardiilavikridita. 
The following example bears the testimony of a poet well conversant 
in the composition of metrical verse with the pause of music and 
prosody. 


Ex- darq eva Grforaed ym erm efya® 


One quarter is divided into three caesuras (yati) with 
madhyanuprasa bearing the imprint of musical pause. This may be due 
to the impact of the prevalent contemporary regional style of 
composition. The apabhram$sa- metres are composed in 
mitraksarametres with the yatis at different intervals. 


There are a limited number of ancient stotras like Mohamudgara, 
Gangastotra of Sarikara and one stotra ascribed to Narada ("ଷର ଏ 
ଓaATN VHC ଓପmu୍d Graf). In the Gangastotra Sankara has used 
Pajjhatika of 16 matras. The Pajjhatika is employed as old musical 
composition without having jJa-gana (ISI). Lengthening of vowel was 
never used in the middle of a metrical component having three letters 
(gana). 


A. Matrasama Metres: 


Jayadeva has applied Padakulaka variety of the matrasama metre. 
Every line has four parts, each containing four matras. It is popularly 
known as pajjhatika. Every quarter contains 16 matras. In the 
traditional verses there are four padas whereas Jayadeva’s verse is of 
two padas. Rana Kumbha has referred to the compositions as matrd- 
catuspadi. The Prabandhas (9,12,14,18) are composed in the form of 
4x4=16 matras. 


A.1.1 In this particular composition there is no restriction of the 
placing of vowels - hrasva and dirgha. Jayadeva has deviated from the 
traditional line by introducing the verse of two quarters with a 
dhruvapada. It may be due to the compulsion of the accomplishment 
of the musical composition in the form of dohas of Defi form. 
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Ex- aff | fread | erg | ava | Prabpandha, 9.1 


A.1.2- The most common Padakulaka type of metre has been 
twisted into a new form by reducing one matra from the current form 
of sixteen matras. The presentation of matrds is like this - 4+4+4+3=15. 


31 | ୪ଙ%ସ | ସପତ | 3 | (Prabandha, 16.1) 


A.2.1- Jayadeva has very often used an apabhramsa metre with 
long quarters having 28 matras. These can be called Jayadevi-metres. 
Every quarter has ganas of 4 matras. These metres are very efficiently 
used by Jayadeva in ten prabandhas (3,4,5,6,8,11,17,20,22,23). Rana 
Kumbha has identified them to be composed in Laya metre. 


arfaddlTsd | ATR | Nerd | ao | HaaT | RI 1 (Prabandha-3) 


In this particular variety of metre, the major yati falls on the 
sixteenth and the final (28th) matra of the quarter. This metre of 28 
matras is also used in a different manner with yati on 8,16 and 28. It is 
because there is the application of antyanuprasa in those pauses. 


Ex- qa i a3 frafaal qt! 
vf | ୪୩ । ଆମ୍‌ | (Prabandha-11.3) 


A.2.2 This variety of metre has also been experimented by 
subtracting one matra without any deviation in the system of yati and 
antyanuprasa. This deviation is an addition which deserves 
appreciation. Every quarter has 27 matras (4+4+4+4+4+4+3) with yati 
at 8,16 and 27. 


Ex- Tafa med sau | Tea’ 
ଅମ | ସଖୀ | ଷR 1 (Prabandha-15.1) 


A.2.3- Jayadeva has also created a new variety by adding one 
matra to the current metre of 28 matras (4+4+4+4+4+4+5=29). 


Ex- %Geoug | =A | Td | fd | OTF | OTC | MER | 
(Prabandha-24.1) 
A.3 The general categories of both matrasama and matravisama 


vritas have a common feature, i.e. having gana of four matras. A 
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different kind of vrtta contains gana of five matras. These are the vrttas 
having two quarters (dvipada) and four ganas (5x4=20 matras). It is a 
maltrasama vrtta. 


Ex- Jam | ara fafa | Teanfd | sRfam | 
ସର୍ଚ ମସ | gcoufe | Hum | Pfam | 
(Prabandha, 13,2) 


A.4 There is also a long dvipada matrasama vrtta with ganas of 
five matras and thirty-three matrdas in every quarter. (5+5 | 5+5 | 
5+5+3=33) 


Ex- dqefu aft I fafacft | sofa | aR | 
Ef Sv- | Inara | a | 
(Prabandha, 18.1) 


A.5 There is also a variety of dvipada matrasama vrtta with 
ganas of seven matras. Every quarter is marked by the following 
arrangement (7+7+7+3=24) 

Ex- fd fafa | fh aff | wi fas fav- | 2071 

(Prabandha, 7.2) 
This particular example is peculiar in the sense that it is both 


matrasama and aksarasama (17 aksaras in every quarter). The 
arrangement of aksara-gana can be stated thus - ¥, 3,951,951, 4,1, | 
Ex- =ffd afd frau { ପଫ୍୍‌ଅଷ 
¥ ୪ ot Nal ଏ ୩୩ 


B. Matravisama Metres: 


The types discussed above are the metres in matrasama style where 
every quarter has equal number of matras. Jayadeva has also employed 
the matra-visama category of metres to prove his efficiency. 


B.1. It has two lines with the following system of matras and 
ganas. (a-4x5=20; b-4x4=16). 
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Maud | Mfr | ଚଷୃଖ | ପମ | ସଙ୍ଙ୍‌ | 
fafadd | fasru | Rom | an | 


B.2. In another variety of matra-visama vrtta the asama tripada 
(verse having three quarters) is quite distinctive. The arrangement of 
the padas may be stated with the ganas mentioned below. In the first 
quarter there are three ganas (4+4+4=12 matras), in the second 6 matras 
(2+4=6) and the third has 11 matras (4+4+3). 


Ex- fMramn | arpa | Usd | 
ପୁଷ | ୪୫ {| 
Hf add fda) AT | 
C. Other Varieties: 


C.1 There are also the metres of mixed variety (miSra), in which 
different ganas with different combinations of matras have been used. 


Hotdv-| GH | Hfoaruc-| 
-17 matras in the first quarter (5+5+5+2) 
fa ଯୁ UH୪-| ଅଧସଫଙ-| ଚି 
(8+5+2=15) in the 2nd quarter 
(Prabandha, 21.1) 


C.2 There is also a variety of mi$sra chandas with the 
arrangement of mitraksara. It is a verse of four quarters. The 
arrangement of agreement of the mitraksara pada may be illustrated 
as - ab, ab. But it is a verse of matravisama-vrtia. 


def HATA (3+3+5=11)-a 
Hema sud | (3+3+3=9)-b 
whefd Gyre (3+5+2=10)-a 
faxfagcu sarata I (4+4+3)-b 
(Prabandha, 10.1) 
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In this particular verse the matras of all the quarters are different. 


In the Gg Jayadeva has experimented the apabhramSsa chandas. 
The dhruvas of the Natyasastra are also very significant so far as the 
musical composition is concerned. There are so many varieties of 
dhruvas. In visama (uneven) and sama (even) metres the text beginning 
with long syllables (gurus) is vilambita-laya whereas those in the druta- 
Jaya it should begin with short syllables (laghus).5 In most of the cases 
in the matra-chandas the ganas of four matras are found. There are so 
many varieties of matra bhedas.° A gana of four matras can be 
construed in four ways, viz. with an initial guru, initial laghu, a 
combination of both or having all /laghus. The experts should arrange 
ganas according to the metrical scales.” As Gg has the distinction of 
the style of classic and modern compositions, Jayadeva must have used 
musical technique of Natyasastra, Sangitasasira and prevalent 
apabhramsa style. 


Scholars like N.M. Panigrahi have compared the style with the 
carya-gitis.® The use of dohas and caupdis in the mitraksara style might 
have been the prevalent method of poetic compositions. 


In the Rasikapriya tika of Gg there are certain references to 
different kinds of metres. It requires thorough study. Further study has 
to be made on the style of composition of twelfth C.A.D. to determine 
the nature, form and nomenclature of the individual metres of the Ge. 


The metres mentioned by Rana Kumbha are as follows: 


Class of metre No. of Prabandha 
Kirtidhavala 1. (seuaqafu) 
Mahgala 2. (Mama...) 
Laya 3,4,5,6,8,11 
17,20,22,23 
Matracatuspadi 9,12,14,18 


Rana Kumbha is silent about the metres of the Prabandhas Nos. 
7,10,13,15,16,19,21 and 24. 
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USE OF EPITHETS IN GEETAGOVINDA : 
AN ENCHANTING DEVICE 


Binda Paranjape 


Geetagovinda, a lyrical narrative composed by the poet Jayadeva 
is held in high esteem by the scholars from various fields. Generally 
the composition is recognised as a devotional creation symbolising the 
love between a devotee and the Supreme Lord. However, what could 
have been simply a beautiful devotional song has become a complex 
riddle due to the form Jayadeva has chosen. In form it is a lyrical 
romance projecting the erotic ecstasy of the devotee. The riddle is more 
or less solved by different scholars in different ways. Still, the charm 
of Geetagovinda is such that in every age it is studied afresh. 


Some of the standard interpretations of the poem are based on the 
theories of Indian aesthetics. In these theories the moods created by 
the poet (Rasa) and the appreciation by the enjoyer of the creation 
(Rasika) are given the utmost importance. Jayadeva’s heroine Radha 
can be seen in various moods perfectly matching with the ideal heroine 
of Sanskrit Poetry, eg. Abhisarika, Vasakasajja, Vipralabdha, etc. 
Similarly the hero also is projected as Kanta, Priya, etc. The ‘Rasika’ 
reader is enchanted by the descriptions of separation and union of lovers 
feeling the rise of the same emotions in his heart. 


Another way of interpreting the whole narrative is that it suggests 
various stages in the path of devotion. The poem is said to suggest a 
journey from the earthly emotion of an ordinary human being to the 
supreme achievement of his spiritual bliss. Thus, Radha’s pride won 
over by Krishna is understood as the benevolence of God towards his 
devotees elevating them from the grossness of egoistic existence to 
the blissful merger with the Supreme Lord.! 


Apparently similar to this idea of selflessness achieved by the 
devotee is the erotic mysticism seen through the songs of Geetagovinda. 
The lover and the beloved are the manifestations of the two eternal 
principles, variously identified as Paramatman and Atman or Purusa 
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and Prakriti, and the romantic endeavour of the couple is nothing but 
illusion, ‘Maya’ or the playful magic of the Lord : ‘Leela’. 


As a step in the direction of understanding the mysticism of 
Geetagovinda epithets used by Jayadeva in respect of Krishna can be 
analysed because the epithets are culminations of a long tradition of 
devotional philosophy in India, i.e. Taranah or Saviour. The Saviour 
is supposed to be taking the devotee across the ocean of painful survival 
which is of unfathomable depths.? 


Primarily the epithets used in Geetagovinda can be classified as 
follows: 


1) those used for the titles of the cantos, 


2) those occurring in the Dhruvapada, the line which is repeated 
after each verse of the song, and 


3) those found in the rest of the narrative. 


The choice of an epithet at a particular place seems to have been 
guided by the standard norms of poetics, i.e. the use of 
anuprasalamkara, etc. Also the rhythms of the meters are to be 
maintained strictly to exhibit the mastery over language.’ Hence, the 
choice of an epithet should be such that it fits into the syllabic structure 
of the respective verse. Jayadeva fullfills these conditions without 
disturbing the smooth flow of the lyric. However, very often it appears 
that the epithets are suggestive of a deeper meaning and very often 
that meaning is arrived at through the mythological perspective. The 
following are a few examples in this direction of study. 


1) Murari : The epithet is related to one of the achievements 
of Krishna. Mura was a demon guarding the fort of Narakasura.* He 
was using a special device to guard the fort. It was a chain of nooses 
with sharp, rarazor like edges. Krishna, for reaching upto Narakasura, 
broke these nooses by whirling his disc, killed the demon Mura and 
subsequently killed Narakasura also. Jayadeva uses this epithet while 
he describes ‘Rasa’, the exotic dance. That too in a state when the 
Gopis are in such a trance that each one feels that Krishna is her 
exclusive partner (1.37). Usually this is interpreted as the ‘Bhaktapriya’ 


68 


Digitized by srujanika@gmail.com 


(lover of devotees) attribute of the Lord, so he multiplies himself to 
give solace to each of the Gopis. However, one cannot but appreciate 
the beauty of the contrast projected by the epithet Murari in this context. 
Krishna, who breaks the Murapasas (nooses of Mura) by whirling his 
disc, whirls himself to be tied in the Karapasas (embraces) of the Gopis 
(the cowherdesses). 


Next, the epithet occurs in the 5th Canto (/.12), Krishna’s lustrous 
disc, smashed the city ramparts guarded by Mura, but now on his chest 
Radha (Lustfully vibrant) shines. 


In the seventh canto the epithet is used twice. In the 14th Song 
(VII. 21) it projects the contrast in the virtues of the hero. Krishna as 
the fierce warrior is suggested by the epithet Murari, but the face of 
Murari is said to be having the softness of a lotus and the charm of the 
moon. In the fifteenth song (VII.22 to 29) it is used in the Dhruvapada. 
The dhruvapada line is to be matched with every verse of the song, 
which means the epithet should also be meaningful to each verse. In 
this song Jayadeva describes with meticulous details the acts of 
sensuous pleasure and Krishna’s triumph in the battle of love. Here 
the erotic symbolism matched with devotional mythology attains a very 
high level. The fort which the demon was guarding means nothing but 
the inhibitions, and the demon is ‘ego’ which needs to be removed for 
the ultimate surrender to the mood of mutual excitement. 


In the tenth canto Murari breaks the pride of Radha not by the use 
of might but by being soft, sombre and mischieveous. The concluding 
line of the canto mentions that here Radha is Maninirupa(poud) and 
Krishna is Chatura (Clever and mischieveous) Chaturbhuja (four armed, 
the indication of Godhood.) 


2) Madhusudana Madhusudana with the variations like 
Madhuripu and Madhumathana is another epithet used with multiple 
implications in Geetagovinda. The killing of the demon ‘Madhu’ is 
part of the creation myth, discribed under ‘Matsyavatara’ (the fish 
incarnation). The myth goes like this. While Visnu was floating on the 
primeval waters or the milk ocean in deep sleep, two sweat drops fell 
from behind his ears. Those assumed the form of two mighty demons, 
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Madhu and Kaitava. Visnu continued to be in his sleep while the 
demons created a havoc around. The worst trouble was faced when 
these stole the Supreme knowledge in the form of the Vedas. Because 
of this Brahma became frail. On being invoked by Brahma and other 
gods, Visnu awoke and killed the demons Madhu and Kaitava, brought 
back the Vedas and went back to his eternal sleep (Anantasayana). It 
is not easy to interpret this myth due to the opaqueness in narration. 
However, when it comes to be used as an epithet of Krishna, it refers 
to the might with which the demons are killed and peace and amity 
restored by him for the three worlds. 


The first occurrence of this epithet in the Geetagovinda is in the 
first canto. Here it is used in three places. (I. 20,25,40) The first 
Occurrence in the second Song appears to be more or less casual because 
it is mentioned alongwith the killing of Mura and Naraka. If one tries 
to trace it in the standard sequence of the mythical events, then the 
killing of Mura and Naraka are in one incarnation, i.e. the Krishnavatara 
(8th incarnation) but the killing of Madhu is in the first incarnation. 
So, one can simply say that while maintaining the rhythmic repetition 
of the letter ‘M’ (Madhumura), it also refers to the enternity and 
benevolence of the Lord. However, when it occurs in the 25th verse of 
the same song, it is found with a different implication. The reference 
here is not more to the act of killing of the demon but to the 
Anantasayana, when the God goes back to his eternal sleep after 
finishing the act for which he incarnates himself (the Avatarakarya). 
The said verse describes ‘Madhusudana’ lying motionless after being 
vibrantly active in the erotic play. One gets deeply impressed by the 
suggestivity of the parallel images. Anantasayana is on the serpent coil 
and the hero of Geetagovinda rests on the smooth slope of the breast 
of his consort (and the sweat drips down). In the Anantasayana myth, 
Brahma emerges from the navel of the God which suggests the potential 
of the God to procreate singularly. But in ‘Leelavatara’, he involves 
another principle which is variously understood as ‘Maya’, ‘Prakriti’, 
‘Shakti’, etc. This principle according to the Sankhya is ‘Prakrti’,¢ 
which comprises the ‘Trigunas’, Sattva, Raja and Tama. Rajoguna is 
an attribute of the earthly part of the universe. This Guna is supposed 
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to be the cause of pain. This understanding of the Gunas of the Sankhya 
can be brought forward to understand the reference from Matsyapurana 
where ‘Madhu’ is said to be the Rajoguna incarnate.’ Thus the God 
who kills Madhu actually takes away the pain (which is due to the 
gross elements) and elevates the world to the subltleness of ‘Sattva’. 
While Jayadeva proposes to describe the Sringaraleela of Krishna in 
the following cantoes, the reference to Madhusudana in the first canto 
thus becomes extremely important. 


Madhu is also understood as nectar or honey. According to the 
Sanskrit poetic imagery the honey secretion is caused by the humming 
of the bumble bee, which then is taken away by the bee. This act of 
honey sucking has an erotic sense. While calling the God as Madhuripu 
or Madhumathana (XI.2), Jayadeva suggests the erotic act. In support 
of this one can see one of the verses in one of the longer recensions of 
Geetagovinda, V.19. 


Radhamugdhamukharavindamadhupas trailokyamaulisthali 
pathyocitanilaratnam avanibharavatarantakah.® 


It would be interesting to note that both in this verse and the verse 
from the eleventh canto (XI.2) Radha is said to be ‘Mugdha’, which 
further adds to the beauty of the expression. 


With the masterly touch of Jayadeva the blend of eroticism with 
myth has become very effective. 


‘Keshava’ is one epithet where Jayadeva seems to have suggested 
religious mysticism. The epithet Keshava refers to the beautiful curls 
of Krishna’s hair, which is one of his physical attributes. According to 
the Upanisads the world emerges from out of God as hair grows out of 
the body.’ The epithet ‘Keshava’ used by Jayadeva is in the first canto 
where he describes various avataras (many of which are creation 
myths). This appears to be appropriate when the above mentioned 
Upanisadic thought is referred to. And one cannot also forget the 
reference to Krishna’s beautiful hair while Radha fantasizes the erotic 
play (11.3). A similar image is found in the eleventh canto (XI.29). 
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The above mentioned myths are more explicit in their use with 
the multiple implications than a few others like Kachchaparupa, etc. 
Some of the epithets need to be understood with the cult philosophy. 
eg. Madhava. Madhava probably indicates the Radhamadhava cult and 
the Kelirahasya (1.45) (romantic play of the two) is erotic mysticism. 
‘Madhu’ from which the epithet Madhava is derived can be understood 
as the nectar secreted out of the exotic rituals of ‘Rasa’ (the divine 
dance) and the achievement of it ensures immortality. 


Epithets Krishna and Hari can be discussed more at length which 
show a beautiful blend of naive devotion and complex erotic 
symbolism. The dark complexion of Krishna and the attractiveness of 
his personality (suggested by Kr-Karsga and accepted by Vaisnavas) 
can be both the illusion and the mystic realisation of the eternal truth. 
Or, Hari is to be taken as one who takes away the pain of unfullfilled 
sensuous desire and enlightens the soul with tawny flame. 


To summariese, one can say that the use of epithets in 
Geetagovinda exhibits a masterly touch. They are loaded with semantic 
complexity. However, this brilliance of the poet does not hamper the 
flow of emotion generated by Geetagovinda and that is the highest 
merit of the work. 
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IMITATIONS OF GITAGOVINDA 
Banamali Rath 


The Gitagovinda of Jayadeva is a unique work in the history of 
Sanskrit literature. The poem describes the amorous dalliance of Radha 
and Krishna with the excellent ideational subtleties and superb stylistic 
elegance which have become a perennial source of inspiration and joy 
to thinkers, litterateurs, devotees and poets all alike. Practically it has 
been accepted as a vade-mecum of people engaged in the field of 
creative compositions and religious pursuits in India for the last eight 
centuries. The sweetness of diction, the musical beauty of lyrics, the 
softness of word pictures and, above all, the artistic expression of the 
universal human feelings, depicted in the Gitagovinda have a 
captivating effect on its readers irrespective of caste, creed and colour. 
As a result the popularity of this work has never been affected by the 
bulk of literature in Sanskrit as well as in the regional languages which 
has subsequently appeared in the field. In appreciation of these qualities 
of the Gitagovinda, a host of Indian writers, highly inspired by its 
universal appeal have attempted at different times to compose poems 
in imitation of this masterpiece. The scholars from all parts of India in 
general and the poets of Orissa! in particular being born and brought 
up in that glorious tradition? of Sanskrit culture, have composed in 
Sanskrit more than one hundred and thirty imitative works giving vent 
to their poetic ingenuity and erotico-devotional ecstacy. 


Apart from a few works of this type available in print, a bulk of 
such imitative works continue to be discovered in manuscripts and a 
number ‘of them must also have been lost in course of time. But many 
interesting stray verses and fragmentary songs and, in some cases, the 
names only of such gitakavyas have been preserved in the later 
commentaries, rhetorical works, anthologies and works on musicology. 
For our discussion, here, we have taken into consideration the whole 
bulk of imitative works of the Gitagovinda to have a thorough survey 
of the field and to present a critical estimate of the works which have 
been either published or preserved in different Oriental Manuscript 
Libraries or described in different catalogues of Sanskrit manuscripts 
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prepared by Indological Institutions in India and abroad. The limited 
space here does not permit us to go into details of the individual 
imitative works which have been discussed at length elsewhere.’ A 
list of such works has been appended to this paper for ready reference. 


Much has been said and discussed elsewhere on the literary beauty 
and devotional fervour of the Gitagovinda and its imitations; but two 
vital points regarding their form and sentiment need clarification which 
would solve the problems posed by the accepted canons of literary 
evaluation in India. 


(i) Literary form of the Gitakavyas and the tradition 


The literary style of the Gitagovinda and its imitations which is a 
mixed feature of traditional verses and newly improvised songs, has 
been introduced for the first time“ by the celebrated poet Jayadeva. 
But, about the form of the Gitagovinda, there is diversity of opinion 
amongst scholars. Lassen has classified it as as a lyric drama, Jones as 
a pastoral drama, Levy as an opera, Pischel as a melodrama and Von 
Schroeder as a refined folk-play or yatra.’ But the poets of these 
gitakavyas have termed their works as mahakavyas;° though they do 
not conform to the conventional pattern of the mahakavya. 


The divergent views of the scholars are in no way helpful for an 
exact assessment of the subject. It will not be out of place, here, to 
trace the history of this new development in the field of Sanskrit 
mahakavyas. In the whole field of Sanskrit literature, we have a few 
standard mahakavyas complete in all respects in comparison with 
shorter kavyas (khandakavyas) and dramas. The art of writing 
mahakavyas, in its proper sense, was fully and assiduously cultivated 
by the vauntful court-poets and patronised by the cultured kings of the 
past. By the 9th century A.D., with the rare exceptions of the works of 
the versatile scholars like Sriharga and Rajasekhara, the production of 
the mahakavyas and dramas of unnecessary verbosity and bombast, 
artificial ornateness, etc. has been petered out, perhaps, due to the 
severe stricture’ passed by the great critics like Anandavardhana and 
others. As a result of this, hundreds of shorter kavyas, less ambitious 
in verbal tropes and rigidity in texture, came into being. The more 
formal compliance with the formalities advocated by earlier theorists 
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were gradually disapproved by the writers as well as readers. The later 
poeticists like Vidyadhara and Vi$vanatha® came to the rescue of these 
shorter creations and practically a place of honour was given to them. 
So the tradition of writing mahakdavyas continued without a stop, but 
the popular kavyas complied with the definitions of mahakavya in their 
own way. 


Ksemendra (11th century) and the early medieval poets like 
Damodaragupta and Kaviraja introduced a new style for the short 
kavyas. Poets as well as readers attached much importance to the 
yamaka-kavyas and slesa-kavyas.° Thus the kavyas of the day tried to 
exhibit the power of displaying the poets’ mastery in wordy jugglery 
and pedantry in Sabdalankaras. Less talented poets began to write 
hundreds of kavyas by mere elaboration of the episodes, taken from 
the great Epics and Puranas. Some have used this form in writing mere 
summaries, whereas a band of poets utilised this to write biographies 
and historical kdavyas. All these writings, though named as 
ma. hakavyas, were far away from the compactness, rigidity in texture, 
artificial ornateness and the pedantic bombast of the earlier classical 
ones, yet all these later varieties of works were called mahakavyas in a 
general sense. Jayadeva, the author of Gitagovinda and a host of other 
writers of gitakavyas also used the form of sargabandha kavya and 
inaugurated a new genre. Jayadeva could keep up the standard and even 
excelled the early masters of classical epics in enriching the external 
texture of the kavya. But often he lags behind so far as the inner essence 
is concerned. Of the type of kavyas under the name of mahdakavya 
discussed above, a few exceptions are always there. Though the 
imitations of Gitagovinda have declared themselves as mahakavyas, 
yet with equal footing they can match neither with the older classics 
nor with Gitagovinda in certain respects. Nevertheless, they have their 
own brilliant features which can never be understimated. 


(ii) The main sentiment of the Gitakavyas and the 
canonical deliberations 


It is well known that the poets of the gitakavyas (termed as 
mahakavyas) also intended their works to be appreciated by the readers 
from the stand-point of a purely literary work.!° Now to go deep into 
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it, it should be made clear that the early and later poeticists have framed 
the rules’! for the guidance of poets to study and to create standard 
mahakavyas in the field. At least a few of the most important features 
of the technicalities became imperative and binding on the medieval 
writers of this literary type. Amongst the notable features, prescribed 
by the critics in the canons of literary judgement, especially the recipes 
for the plot (vastu), the hero (neta) and the sentiment (rasa), dominant 
and accessory, were invariably adhered to by the poets. 


It is stated that the poet must be aware of the fact that all his 
descriptive and narrative analysis of the plot, the creative ingenuity, 
poetic devices and the ideational subtlety which are generally employed 
to beautify the theme, should be made subordinate to the supersensuous 
transcendental delectation of the poem. Anandavardhana, the master 
critic, prescribes that rasatatparya,!? quite distinct from vastutatparya, 
should be the main aim of the mahakavyas and proper emphasis should 
be laid thereon, which has been accepted, elaborated and sincerely 
adumbrated by the host of later theorists of the Dhvani school.’ 
Perhaps, critics like Anandavardhana and Abhinavagupta, prescribed 
this restriction keeping the whole early medieval literary works in view, 
which marked a great diversion from suggestive beauty and were 
striving to be mere narrative ones, dilating upon much hackneyed 
Puranic themes. Especially the kavyas, dealing with the Krsna legend, 
advanced too much, in this respect, without caring for the recipes of 
the canons of poetic judgement or the views of the master critics in the 
field. The problem is the description of love between Krsna and the 
Gopis in the manner of the well-known Puranic rasalil/a, whether to be 
accepted as proper or improper, legal or illegal.“ If it is legal, then 
there is no problem. It goes without saying that the work dealing with 
such a highly erotic legal theme will be accepted as a standard work 
suggestive of Sr7igara-rasa in consonance with the accepted maxims. 
If it is construed as illegal!’ according to the code of Indian life, the 
work dealing with such an episode should be regarded as suggestive of 
srngararasabhasa; and, thereby, the principle of maintaining the 
rasatatparya which is the criterion of a standard work is shattered. As 
a result of which a great bulk of our literature would be branded as 
second-rate creations. 
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It is a noteworthy fact that propriety in thought and expression 
has played a great role in the analysis of human sentiments and feelings 
in literature. In the ancient literature of India we find that much 
importance has been attached to and much emphasis laid on the idealism 
and proper conduct of life. The Indian critics, who have been born and 
brought up in such traditions, had to declare their measured 
deliberations in connection with poetic judgement as to what is a decent, 
decorous and agreeable picture in the ideational treatment of a 
sentimental theme. But on the other hand it is quite natural on the part 
of a man to have lapses and incongruity in his action, thinking and 
feeling, and literature being a true picture of the human life is also to 
record all these. In the context of such deliberations the critic had to 
pass his remark as to what should be and what should not be recorded 
in literature. When it is admitted and realised on all hands that only by 
suggestion of sentiment and feeling the ultimate goal of poetry is 
achieved, it was a main job of the critic to treat the sentiment and 
feeling from the stand-point of propriety (avcirya) in relation to the 
standard code of conduct as sanctioned by the sacred lore and popular 
usage. Thus we find much controversial deliberations on the subject 
under the name of rasa and rasabhasa!® in Indian poetics. 


So according to the Indian poeticists in general the love between 
a man and a woman, who is not a wedded wife, is improper and the 


suggestion of impropriety in love is called $rngararasabhasa.'’ 


From the stand-point of this poetic judgement all the kavyas, 
dealing with the love-episode between Krsna and Gopis turn into kavyas 
suggestive of rasabhasa. Practically most of the poets in their 
gitakavyas deal with the rasalila, the Puranic love-episode between 
Krsna and Gopis. Krsna is depicted here as a paramour!® and the Gopis 
as others’ housewives in the manner of other kavyas of the same theme. 
Visvangtha Kaviraja, the later poeticist, unlike others, though he counts 
it as rasabhasa, finds no difference between rasa and rasabhasa, in 
delectation, and regards it on a par with rasa.’ ViSsvanatha in his 
masterly work Sahityadarpana deals with the poetic sentiment 
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exhaustively and declares with cogent arguments that rasa is the only 
criterion in judging a work as a piece of literature. According to him a 
creative work quite suggestive of beautiful experiences of human 
feelings, irrespective of social propriety or impropriety can be accepted 
as first rate literature on the basis of sound rasa theory. This has been 
established by him with hair-splitting analysis of the subject. Thus the 
Sanskrit gitakavyas, dealing with the amorous dalliance of Radha and 
Krsna are regarded as the best type of works even if there is a sense of 
impropriety according to the code and conduct of Indian social life. A 
later theorist, while dilating on propriety (aucitya) of the hero, makes 
a significant concession in the case of Lord Krsna?° who according to 
him cannot be judged by the ordinary principle of rasa theory. Later 
on, the famous Goswamins, the masters of Rasa-Ssastra of Bengal 
Vaisnavism, developed the theories of their own to appreciate 
devotional Vaisnava works. Practically in that spirit the readers will 
have to appreciate the works under reference. It should be borne in 
mind that the movement of bhakti in medieval India created such an 
impetus and environment that life and thought were bound to assume 
newer significance. The aim of the poets was to glorify the deeds! of 
Krsna and attain emancipation thereby. Moreover, their attempts were 
aimed at sublimating the activities of Krsna, the Supreme Being?? who 
descended on earth to impart godly grace through the manifestation of 
His /i/a.® It may be pointed out here that the poet Jayadeva and a host 
of his followers were aware of all these view-points and framed their 
works accordingly where the critic meets neither with the rigid sectarian 
doctrinalism nor the stereotyped ways of mere formal compliance with 
the conventionalities of £avya making. As such it was expected of 
Jayadeva and other poets who had proper training and balanced 
grounding in kavya and Puranic literature which contributed 
substantially to their skilful literary compositions. 


From a careful perusal of the bulk of the gitakavyas referred to in 
the Apendix, it can be generally remarked that though most of them 
have their stylistic elegance and sentimental subtleties, yet they cannot 
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be estimated on a par with the superb Gitagovinda. Though all the 
works have been written in imitation of Gitagovinda, they vary in the 
choice of themes. While most of the works have been written in praise 
of Radha-Krsna-lila, after the manner of the Gitagovinda, yet some of 
them depict Siva-lila, Rama-lila, Ganapati-Tila, Katyayani-lila, Visnu- 
Zila and so on. All these works are of devotional character and they 
present different aspects of the /i/a with a background of highly 
sensuous charm. At times the erotico-religious compositions of the 
devoted poets are considered to be the products of spontaneous 
inspiration, while some of them appear to be mere meretricious display 
of artificial and erudite fancy. Nevertheless, in the treatment of their 
highly luscious and erotico-devotional theme the poets have invested 
their mystic poems with the whole gamut of erotic motif, imagery and 
expression alongwith the exquisite verbal melody and pictorial fancy 
which have substantially contributed towards their popularity in the 
field. In spite of the applause they receive for their vivid exuberance 
of erotic fancy and emotional inflatus in the depiction of the much 
hackneyed romantic theme where the emotional and rhetorical 
contrivances have been sufficiently displayed, one would scarcely come 
across a genuine poetic talent of an independent and original character 
in these imitative gitakavyas. 


But in the history of devotional literature in Sanskrit these 
gitakavyas are to some extent, responsible for bringing out a new 
development. Perhaps for the first time, the advent of Gitagovinda 
created a new genre and a forceful impetus for the creation of religious 
poems, essentially devotional and emotionally religious, based on 
transfigured sex-passion. The blending of eroticism in the speculative 
religious thought sufficiently enlivened the medieval religious 
movement of bhakti and its literature. The poets of the gitakavyas 
following the foot-prints of the celebrated poet Jayadeva, lifted one of 
the most powerful impulses of human mind into a means of glorious 
exaltation. In the field of religion and literature, it attracted the masses 
through its emotional and aesthetic appeal against the high 
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intellectuality of dry dogmas and doctrines. Thus the new application 
of the apparatus and inventory of rasanispatti alongwith the 
technicalities of the Kama$sastra in the making of the religio-literary 
gitakavyas became novel, intimate and inspiring; as a result of which 
the erotic sensibility in its devotional ecstasy often rose above the 
rhetorical formalities that provided the scope for the depiction of 
intimate personal feeling with the touch of empirical investigations of 
the gifted poets. But on the other hand, one must accept that a few 
poets of this age carried the erotic sentiment to such a lamentable 
extreme that the descriptions of the dubious acts and jests, which are 
frank expressions of physical passion, undoubtedly appear unpalatable 
to the cultured mind. However esoteric the sense may be, they are 
presented as literal facts, of which sex and sex alone supplies the 
incentive. 


In spite of this solecism the poems bear the stamp of poetic merits 
that are responsible in savouring the suavity of the romantic subject 
and sentiment. The passion in these poems is genuine. The pictures 
possess delicacy of feeling and gracefulness of poetic touch. The reality 
and richness of the emotion often attained the appreciable standard. 
But the works, being fashioned after the standard pattern of 
Gitagovinda, have become too much alike, the subjects lack variety 
and strikingness of inventive thought; the treatment is somewhat similar 
and the style and diction employ more or less the same series of 
decorative devices and conceits; yet it cannot be gainsaid that we often 
find in them a rare and pleasing charm, the succulent possibilities of a 
highly erotic subject, the luscious exuberance of picturesqueness and 
mellifluousness produced by the harmonious adjustment of sound and 
sense through the employment of befitting method, manner, form and 
diction, that are often remarkable and convincing. Though the 
gitakavyas alongwith their mighty sex-impulse have been viewed from 
different stand-points of human values, yet it is accepted on all hands 
that undoubtedly it was a positive literary gain of immense importance 
which could successfully inspire the people for their religious and 
literary pursuits for the last few centuries. 
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S1.No. Name of the Work Name of the Author Date (A.D.) 
Ll. Abhinava-Gitagovinda Pursottamadceva 1480 
2. Anandalatika-natika Rimakrsna 

3. Usabhilasa Narayana MiSra 

4. Kasigita Candradatta 

5. Krsnagiti Somanaitha 16th Cent. 
6. Krsnavijaya 

7. Krsnagiti Manadeva 1652 
8. KrsnavilAsa Kaviratna Narayana Misra 1644 
9. Krsnalila- -taranigini Bellamkonga Ramanaryana Sastri 1875 
10. Krsnalila- -tarangini Ramasayaka Kavi 

11. Gafigavahsinucarita- campy Vasudeva Rath: 

12. Gitagaurisa (Gitagauripati) Bhanudatta 1320 
13. Gitamukunda Kaumalalochana Khadgaraya 1790 
14. Gitagirisa Rainablatta 1513 
15. Gilagarhkara Bhisma Misra 

16. Gilasarikara Hira 

17. Gitagopipati Krsnadatta 1646 
18. Gitaraghava HariSsankara 

19. Gilapitavasana Syamarama Kavi 

20. Gitasitavallabhamn Sitikantha 

21. Gitavali Riupagosvamin 1470-1554 
22. Gitadigambara Haihsamani 1655 
23. Gitagopala Caturbhuja 

24. Gitasankariyam Jayanarayana Ghosal 

25. Gitagangadhara Kalyana 

26. Gitarighava Prabhakara 1674 
27. Gitagaurivara (Gitagauri) Tirumalla 

28. Gitabhagavatam Rayadurga Nrpati 

29. Gitavitaraga Abhinava Carukirti 

30. Gitaganigadhara Rajasekhara 

31. Gitagangtidhara Candrasckhara 

32. Gitapradipa Jagaddhara 

33. Gitavali (Bhigavata-gitavali) 

34. Gitasitapati Acyulariya Modaka 

35. Gitavitariga (Bahubali-sv3ini A§gtapadi) 

36. Gitagangadhara Gangadhara 

37. Gitagirifa Sriharsa 

38. Gitagiriga (Sivastapadi) Mahakavi Ramabhatta 

39. Gitaraghava- -kavyain Ramakavi 

40. Gitafankara n Anantanarayana 

41. Gitasundara (Sangitasundara) Sadasiva 

42. Gitagopala Caturblhuja 


APPENDIX 
A LIST OF THE IMITATIONS OF THE GITAGOVINDA 
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Gitadamodara 
Gitamadhava 

Gitarasa 

Gitamahe$vara 

Gitastaka 

Gitagauripati 
Gitamakaranda 
Gitagaurisa 

Gitamahanata 
Gitagovindastaka 
Gopagovinda 
Gopdlakeli-candrika 
Gopala-campu 
Candika-carita-candrika 
Carugita-kavya 
Citrayajna-natika 
Chandomakhanta 
(Chandomakaranda[?]}) 
Jagannathavallabha-nataka 
Janakigita 
Tripurasundaristuti-kavya 
Darukavana-vilasa 
Nafijarajadasamollasa-campiu 
Nandighosavijaya-natika 
Nafijaraja-campu 
Patavilasa (Sahaji-vilasa) 
Balabhadra-vijaya 


Sambhurama 
Revarama 
Laksmanasoma Yati 
Laksmanasoma Yati 
Sundaracarya 
Sankara Misra 


Ramabhadra 
Vamsamani 


1625 
Ramakrsna 
Jivagosvamin 1511-1566 
Krsnadatta 1646 
Nafijaraja 
Ramakrsna 
Purusottamabhatta 1550 


Rayaramanada 1500 
Hariharacarya 

Kalidasa 1751 
Ratnaradhya 17th Cent. 
Nilakantha 

Ramakrsna 

Dhungiwass 

Narayana MiSra 


Bahubalisvami Astapadi(Gitavitaraga) 


Balaramayana 
Brajayuva-vilasa 
Bhagavata-gitavalli 
Bhonsale-vam$avali-campiu 
Madhavagita-sudha 
Mudita-madhava 
Mukundavilasa-mahakavya 
Mukundananda 
Ramagitagovinda 
Ramoda-harana-gitakavya 


‘Ramagitakavyam 


Ramapgita 
Ramoda-harana-gitikavyam 
Rasavihara 
Raghava-Prabandham 
Ramachandrodaya 
Ramabhyudaya 
Ramakatha-sudhodaya 
Raghavastapadi 


Purugottama Misra 
Kamalalocana Khadgaraya 1790 


Naidhruva Ka$yapa 

Raghava Apakhandekara 

Satafijiva Misra 1650 
Yatindra Raghuttama Tirtha 1667 
Kafsipati 

Jayadeva 

Venkatapa Nayaka 

Vrttamani Srinivasacarya 

Krnsabhatta 

Narayana Svami 

Madhava 


Purusottama Misra 


Purusottama Misra 
Saiva Srinivasa Siri 
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Rukminiparinaya 
Rukminyastapadi 
Visnupadavali 
Viraviruda 
Vairagya-cintamani 

arabhoji-rajacarita 
Sankara-vihara 
Sankari- -sanigitam 
(Gitasamkariyam) 
Sankari-giti 
Santasudharasa 
Sivalilamrta- -mahakavyam 
Sivamohini-vilasa 
Sivastapadi 

ivagiti-malika 

ivagiti-malika 

ivagita 

Sivastapadi 
Sivastapadi 
Srikrsnalilamrta 
Srikrsnalila- -tarangini 
Srikrsnalilamrtam 

rikrsna- -stava 

ri- Ramastapadi-vivarana 

rngara-rasa-mandana 
Samrddha-madhava-nataka 
Sangita- cintamani 
Sahgita- raghava 
Sangita-raghunandana 
Sangita-gahgadhara 
Sangita-madhava 
Sangita-madhava 
Sangita-raghava 
Sangita-sundara 
Sahaji-vilasa(Patavilasa) 
Sahaji- rajastapadi 
Safigita-Govinda 
Harismrti-sudhankura 
Ksanadagita-cintamani 


Narayana Bhafija 


Candradatta 
MaAanavikrama Kaviraja 
Anantanarayana 
Narayana Misra 
Jayanarayana Ghosal 


Muni Vinayavijaya 
Nityananda 
Bhaskara 
Vehkatapa Nayaka 


Candragekharananda Sarasvati 


CandaSsikhamani 
Rama 


Ratnaguru 
Nityananda 

Narayana Misra 
Isvarapuri 
Dinabandhu Misra 
Upanisad Brahmendra 
VitthalleSvara 
Govinda Samantaraya 
Kamalalocana Khadgaraya 
Gahngadhara 

Priyadasa 

Nanjaraja 
Prabodhananda Sarasvati 
Govinda Dasa 
Cinnabomma Bhipala 
Sadasiva 

Dhundi vyasa 

Sri Srinivasa 
Madhusudana 
Raghunandana 
Vi$vanatha Cakravarti 


An unknown work of King Purusottama(Bhanudeva-II) 
An unknown work of Krsnadasa 

An unknown work of Raja Raghunatha Haricandana 
An unknown work of Govinda Dasa 

An unknown work of Radhamohana Thakura 


An unknown work of Harihara Mif$ra 
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1700 


1700 
1675 


1530 
1594 
1790 
1864 
1832 
1750 


1537 


1664 
1328 
1570 
1620 
1577 
1698 


18th Cent. 


References: 


1. Banamali Rath, ‘‘Contribution of Orissa to Indian Lyrics’’, Proceedings of 
the International Sanskrit Conference, Vol.I, Part I, 1975, pp. 382-400. 
2: Banamali Rath, ‘A family of poet-cum-rhetoricians in Orissa’? Jhankar, Feb. 


1958, Vol. IX, No.12, pp. 1084-90. 

3. Banamali Rath, A Study on the $riKrishnalilamrtam, ch. VIII. 

4. (i) S.K.De, Aspects of Sanskrit Literature, 1959, p. 138; (ii) A.R. Dasgupta, 
Indian Lyrics, 1962, pp. 21-24. 

4 Sri Krishna Chaitanya, A New History of Sanskrit Literature, p. 413. 

6. The colophons at the end of the Gitagovinda, SriKrishnalilamrtam by 
Nityananda, and Mukundavilasa by Jatindra Raghittama Tirtha, etc. Mss. 
preserved in the O.S.M., Bhubaneswar. . 

7. Dhvanyaloka, II. 19-20, and Vrtti thereon : Vivaksa tatparatvena....... , etc. 
and III. 114 and Vrtti: Drsyante ca kavayo alahkaranibandhanaikarasa 
anapeksitarasa prabandhesu. 

8. Sahityadarpana, ch. VI. 328. 

9. S.P.Bhattacharya, ‘‘The Vrndavana Yamaka and its author’’, V.R. Society 
Bulletin, 1931. 

10. SKLM, the last verse, No.181: Catas cet kavit@ sudhd 
jalanidhavaplavamdasamsati. (The manuscript of the SriKrishnalilamrtam is 
preserved in the Manuscript Library of the Orissa State Museum, 
Bhubaneswar). 

11. Kavyadarsa, 1. 18-19; Dhvanyaloka, 111. 10-14; S@hityadarpana, V1. 315- 
324. 

12. Dhvanyaloka, Ill. 7 and Vrtti thereon: Sargabandhe tu rasatatparyena 
yatharasamaucityarm anyatha tu kamacarah. 

13. Kavyamimamsa, pp. 44-45; Kavydanusdasana, VIII ; KavyadarSsa, 1. 16-17. 

14. The illegality of love referred to here is parakiya pritih (the love between 
man and woman wedded to another person). In rasali/a we find this type of 
love as the main theme of the Krishnite kavyas. 

15. This question of legality or illegality of love has been raised in the 
Srimadbhagavatam itself, cf. Srimadbhagavata, 10. 33. 27-29. 

16. Cf. KavyaprakaSsa ed. by Jhallakikar, p. 121, Sitra 49 and Vrtti thereon: 


Tadabhasah anaucitya-pravartitah. 


84 


Digitized by srujanika@gmail.com 


17. 


Cf. Sahityadarpana, ch. III. 262-263 and the example thereof: anaucitya- 


pravrttatve Gbhaso rasa-bhavayoh and Upanayaka-samhsthayam..... 


Example: ‘‘Raterupanayakanisthasya yatha— 


18. 


19. 


20. 


21. 
22. 


23. 


Svami mugdhataro vanah ghanamidam balahamekakini / 


song No.24: patisutabandhavamapahaya. 
Sahityadarpana,IIl. 259: 
Rasabhavau tadabhasau bhavasya prasamodayau / 
Santih Sabalata ceti sarve' pi rasanad rasah // 
Cf. Introduction to Hari-caritam, ed. S.P.Bhattacharya, p.5, fn. 25; the pre- 
Chaitanya alankara writer Sudeva Misra in his Rasavildsa: 
Nesta yadangini rase kavibhih parodha- 
stad gokulambujadr$am kulamantarena / 
asarisaya rasavidheravataritanam 
karisarina rasikamandalasekharena // 
SKLM, verse Nos. 1-9; Gopalalila, 1. 5. 
Cf. Srimadbhagavatam, 10. 33. 30-40, wherein this point has been discussed 
at length. 
SKLM, verse No. 179. 
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SRI JAYADEVA'S GITAGOVINDA 
AND 
THE SCULPTURAL TRADITION OF ORISSA 


Harish Chandra Das 


Sri Jayadeva's Gitagovinda occupies a unique place in the history 
of world literature inasmuch as no other poet has achieved such abiding 
fame and imperishable distinction as Sri Jayadeva by composing a 
single lyrical work. Gitagovinda is so important a gem in the treasure 
of literature and in religion that as many as forty commentaries and a 
good number of imitations of this have been composed in India and 
the poem has been translated into English, French, German, Russian 
and various other foreign languages. The poet formulated in this work 
the model of dance drama prevalent in those days accompanied by 
music and songs and he clearly foresaw the possibility of its use in the 
Vaisnava temples and festivals. Being a charming singer of the erotic 
love of Krishna and Radha, sublimated to a mystic and spiritual plane, 
Jayadeva came to be regarded as a celebrated poet, who revealed to us 
the divine love in a mundane garb. Gitagovinda gained the status of a 
superb religious work and Jayadeva was acknowledged as a Vaisnava 
saint poet, who had received the grace of Krisna-Jagannatha Himself. 
As such he is absorbed into the Vaisnava tradition securing an honoured 
place in Vaisnava hagiology 


Sri Jayadeva through his single work is comparbale to the great 
Kalidasa. His work reveals that he had imbibed in him the spirit of the 
past age and he heralded a new epoch in Indian literature- namely the 
varnacular age. He can, therefore, be rightly called the last of the 
‘Ancients' and the first of the 'Moderns' in Indian poetry. His is the 
last great name in the list of classic Sanskrit poets- Asvaghosa, Bhasa, 
Kalidas, Bhratruhari, Harsadeva, Bharavi, Bhavbabhuti, Magha, 
Somadeva, Bilhana, Sri Harsa, etc. 


The life-history of Jayadeva, as of many other great seers and 
sages, saints and devotees, poets and writers of ancient and medieval 
India, is shrouded in oblivion. The text of Gitagovinda contains the 
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names of: his parents- Bhojadeva and Ramadevi, wife Padmavati, 
friends Parasara and a few others who used to sing the songs of 
Gitagovinda, some contemporary poets as also the name of his native 
village, Kendu-vilva. According to a local tradition he was a wandering 
ascetic, and after traversing holy places of India he finally spent his 
eventful life at the lotus feet of Sri Jagannatha at Puri. At Puri a 
spectacular event changed the course of his life. Deva Sharma, a 
Brahmin of Bindu Bilva Sasan prayed to Lord Jagannatha for an 
offspring. Through the grace of the Lord a daughter was born to him. 
She was Padmavati. Since Padmavati was born through the grace of 
Jagannatha, Deva Sharma decided to dedicate her to the Lord as Deva 
Dasi (temple dancer). In her prime youth Padmavati was brought to 
Lord Jagannatha, who in a dream directed Deva Sharma to offer her to 
His devotee Sri Jayadeva. He approached Jayadeva, who being an 
ascetic declined the offer. After a great deal of persuasion he accepted 
Padmavati as his consort. The pious couple spent their time in the 
service of the Lord. Jayadeva composed here his famous Gitagovinda, 
sang the songs in accompaniment to musical insturments and Padmavati 
danced to the tune in playful style. 


The long-continued tradition of Devadasi or the temple damsel 
prevalent in the temples of Orissa was clearly epitomised in Padmavati, 
who was dedicated to the Lord in pursuance of the age-old practice. 
Archaeological evidences speak in support of this prevalent practice 
and custom. The Brahmesvara temple inscription (1035 A.D) of 
Kolavati, mother of Paramabhattaraka Maharajadhiraja Somakulatilaka 
Trikalingadhipati Sri Udytokesasri of the Somavamsi dynasty is the 
first recorded evidence with regard to the introduction of music and 
dance by the beautiful maidens in the temple of Brahmesvara at 
Bhubaneswar. “By her (Kolavati) were given some beautiful women 
to him (Siva), who had eyes like those of the fickle khanjana (wagtail) 
and who were bright like the sparkling and immovable lightning of the 
sky by the exquisite beauty of their limbs, adorned with gemmy 
ornaments, of lovely-swollen bosoms, piercing through the eyes of men, 
like the beam of their own eye"! The stone inscription of 'Sobhaneswar 
temple (1080 A.D) at Niali in Prachi valley speaks of the engagement 


87 


Digitized by srujanika@gmail.com 
[୭] Iv J € 


of extraordinarily beautiful damsels for the services of Siva. There are 
also evidences regarding the dedication of ladies well adept in songs 
and dance in the Megheswar temple (Bhubaneswar) erected by the 
brother-in-law of Ganga Emperor Rajarajadeva during the reign of 
Anangabhima, (1190 A.D.) and permanent employment of temple 
dancers (Nartak adeva-ganika) by Chodaganga Deva in the 
Madhukeswar temple for performance of dance, play of musical 
instruments and recital of songs. These instances reveal that the temple, 
an epitome of society and culture, was the vulnerable place for 
illustration of dance, drama, music and physical culture. The addition 
of Natamandapa (dancing hall) as an adjunct to the main temple, 
particularly during the Ganga rule was considered enviable for 
performance of dance and music as a part the daily rituals. Historical 
and epigraphical sources reinforced by architectural evidences 
commingling with the folk tradition prove beyond doubt that there was 
the prevalence of dance performance by Davadasis in the temples before 
the advent of Jayadeva. 


The natural surroundings and the circumstances in which Jayadeva 
started his eventful life and which provided him the charming settings 
for his verses are of great importance. The village Kenduvilva (the 
present Kenduli) located in the Pratapurdrapur Grampanchayat of 
Balipatna G.P.. in Puri district, on the sacred river Prachi, which 
witnessed the rise and spread of Jainsim, Buddhism, Sakitsm, Saivism 
and Vaisnavism, the legacy of which still survives to-day in the form 
of temples, sculptures, monasteries etc., brought up the luminary 
Jayadeva on her lap and infused in him the quintessence of all religions 
amidst natural environs. 


The name of Kenduvilva accounts for the exuberance of Kendu 
and Vilva trees which are even now seen in large number not only in 
this village but also in the environs circumambulating the Prachi river. 
Kenduvilva and various other Sasanas in the Prachi valley were 
honeycombed with temples of different magnitude dedicated to various 
cults. The illustrious rulers of Bhauma, Soma and the Ganga dynasties 
heightened the importance of the holy valley by erection of innumerable 
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temples for the cult images of their faiths. Of the various monuments, 
mention may be made of the Svapnesvara temple and a Jaina shrine in 
Adaspur, the temples of Ramesvara in Ramesvara, Nilakantha in 
Nilakanthapur, Narikesvara and Sankaresvara in Navana, Sankaresvara 
in Nuasatang, Visvanatha in Krushnaprasad, Angesvara in Pitapada, 
Amersvara in Amarprasad Gada, Gramesvara in Lataharana, Ambika 
Madhava and Nrusingha at Kenduli, Madhukesvara at Bhaunragada, 
Madhab at Niali, Varahi at Chaurasi, Mangala at Kakatpur and 
numerous images of Madhab, Nrisimha and various manifestations of 
Sakti and Buddhist and Jain images scattered all over the Prachi Valley. 
This signifies that a grand synthesis and fusion of important religions 
took place here. The circumstantial evidences, the ecstasy of the 
religious efflorescence that developed in Prachi valley, the extensive 
archaeological remains, the close association of Gitagovinda with 
Jagannath cult and the place of Jayadeva in the legends and tradition 
of Orissa, all prove conclusively that he was born in the village 
Kenduvilva. 


Kenduvilva on the Prachi river boasts of a long-standing tradition 
as the birthplace of Jayadeva. The village has rich relics of brick 
temples and sculptures of Saiva, Vaisnava and Sakti cults some of 
which are ascribable to 10th-11th century A.D. Notable among them 
are the images of Lakulisa, Bhairva, Madhava, Ambika, and another 
goddess locally known as Jogeswari. Another peculiarity of the place 
is that a two-armed image with heavy matted hair is worshipped by the 
local people as the sage Jayadeva. There are two Madhava images in 
good state of preservation, one of which can be attributed to the 10th 
century A.D. while the other to a century later. Ambika and Jogeswari, 
the presiding deities of the village, beautifully chiselled out from black 
chlorite, are the objects of great interest in this locality. People say 
that Ambika was originally installed under a 'Vilva' tree and Jogeswari 
under a Kendu tree because of which the village was known as 
Kenduvilva. The image of Ambika is now installed in a conserved 
brick temple which is stated to have been built in commemoration of 
the poet Jayadeva in 12th century A.D. It is in this temple that the 
Gitagovinda is recited in lieu of Chandi Saptasati every year on the 
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occasion of Dasahara to popitiate the goddess Ambika. The substiution 
of Gitagovinda for a Sakta text in a Sakta temple speaks of the great 
infulence and popularity of the poem. 


According to a tradtion prevalent in the Prachi valley Jayadeva 
performed a sacrifice in his native village. Two sacrificial posts, the 
remians of which are now seen about 600 ft. to the south of Ambika 
temple, are stated to have been installed during the time of Sri Jayadeva. 
A sacrifice is performed annually on the third day of the full-moon 
fortnight of Vaisakh (April/May) at the same place. Another tradition 
says that Jayadeva used to take bath at Tirveni ghat (confluence of 
three rivers- Saravati, Prachi and Kusabhadra) and propitiate Triveni 
Madhava, (located at the same spot). In order to immortalise the sacred 
act of Jayadeva's bathing in this place an annual fair is held on the 
black-moon day in the month of Magha (January/February). 


The cultural history of Orissa prior to the advent of Jayadeva needs 
a glance. Tantric Buddhism, the dominant faith of the people of Orissa 
during the Bhauma rule and side by side the spread of Tantrism in 
Brahmanical religion, during the Somavamsis and Gangas brought in 
esotericism in the field of art and religion. The common people as well 
as the administrators were lured to the tantric faith. As a consequence 
erotic statues adorned the temple, erotic writings dominated the 
literature and erotic faith prevailed in the society. Buddhism was on 
the decline. The keen sense of morality and introspection, the dominant 
spirit of early Buddhism, declined into scepticism and sensuality. The 
rituals of Vamachari Tantrism weakened the moral fabric of the society. 
Under these circumstances developed the Sahajiya cult advocating the 
parakiya or romantic love with a woman other than one's wife. Salvation 
was sought by a process of rituals in which young and beautiful women 
were loved and worshipped. The Sahajiya cult was based upon the idea 
that in sexual love there is a higher side which points to the love divine. 
Thus emotions were transformed from the sensual to the spiritual and 
human passions merged into the great sea of mystic love. 


The celebrated poet embellished the Ganga Court during the reign 
of Raja Raja II. The Ganga monarchs had made the whole of India 
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aware of the cultural significance of Gitagovinda and interrupted the 
chanting of the lyric in the daily services of Lord Jagannath. Jayadeva 
conceived the Supreme God in the from of Madhava. 


Madhava and Visnu 


The tradition of Madhava worship in Orissa is historically proved 
to have been from the 7th-8th century A.D. The first epigraphical 
evidence we come across in the copper plate grant of Madhava Raja of 
the Sailodbhava dynasty. The grant speaks of Chakrayudha Madhava. 
There was in vogue the worship of Nilamadhava in the twin temples of 
Gandharadi. The shrine here is associated with symbolic Matsya, Kurma 
and Varaha Avataras. The image of Santosi Madhava was installed at 
Dasapalla in 810 A.D. The Ganga ruler Indravarma Deva enshrined 
Sri Loka Madhava at Sanakhemund;i of Ganjam district and Chodaganga 
Deva with a view to immortalising himself took recourse to establish 
Cholaganga Madhava near Srikakulam. 


Visnu images of Orissa are widely known as Madhavas, and are 
so numerous particularly in the coastal belt that they all cannot be 
recorded here. A few of them are mentioned here to indicate the wide 
prevalence of the Madhava cult: ten images in the precinct of 
Sobhanesvara temple at Niali, Dvadasa Madhava of the Prachi valley, 
Triveni Madhava at Triveni, Madhava at Suagpur, Madhava in the 
Madhavananda temple, two at Pitapada, Madhava and Varaha at 
Krushnaprsad, Prachi Madhava in the compound of Amaresvara temple, 
a beautiful image in the village Nivarana, at Somesvara with 
Trivikrama, Balaram, Varaha, Nrusimha and Anantasai Visnu, two 
beautiful Madhava images in the Mangala temple, Kakatpur, a colossal 
sculpture in the dilapidated temple at Nilakanthapur, two images in 
the Gramesvara temple, and Dvadasa Madhava, such as Adi Madhava, 
Ananta Madhava, Bhoga Madhava, Champaka Madhava, Rama 
Madhava, Prasanna Madhava, Purusottama Madhava, Sudarsana 
Madhava, Danardana Madhava, Narakantaka Madhav, Vasudeva 
Madhava and Govinda Madhava at Viraja Kshetra and Nilamadhava at 
Purusottama and Kantilo. They give us a clear picture of the long- 
continued tradition of Madhava worship in Orissa. Sri Jayadeva the 
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devout worshipper of Madhava infused exuberantly in his Gitagovinda 
the lucid description of Madhava, his deity of love and admiration. 


"Because you stayed awake all night 

To watch the hours till dawning light, 
Your eyes are red and sleepy; they 

Your passion’s vigil well betray. 

Away, O Madhava: speak avaunt, 

O Kesava, speak no false word; 

Go, seek the beauty in her haunt 

Who charms from sorrow her dear Lord". 


Visnu images are more sporadic in their distribution. Of the 
numerous sculptures of Visnu mention may be made of: the following: 
the image of Visnu in Bargaon temple (7th century A.D.), three 
miniature sculptures in the Durga temple, Vaideswar, life-size image 
of Alarnath in the Alarnath temple, Satyanarayana in a small temple 
(in the Jagannath temple compound), a beautiful schlpture in the 
Maninageswar temple (Balasore district), two sculptures in the 
Khiching Museum, an excellent sculpture with Dasavatara in the Chandi 
temple of Saintala (in Bolangir district), two figures in Gramesvara 
temple, a sculpture in the Balasore Museum, two beautiful images in 
the palace of Laxmannath Roymohasay (in Balasore district), a figure 
in the Buddhist pillared structure of Kupari, an image in the Vanesewar 
temple (Balasore town), three excellent sculptures at Tirthamatha, one 
in the Tareswar temple of Ganesvarpur, an extraordinary beautiful 
sculpture of Anantasayi Visnu (Tirthamatha) reclining on the snake 
Sesa which raises its three fangs and Brahma seated on a lotus issuing 
from His navel and another such figure in the Viranchinarayana temple, 
Palia. These images alongwith many others survive till to-day to speak 
of the popularity of Visnu cult in Orissa. 


The tradition of worship of Visnu’s Dasavatara was well 
established in Orissa from the 7th century A.D. It became a custom of 
depicting Avataras in the Vaisnavite temples, at times a separate temple 
was dedicated in honour of the Avatara or Avataras. The copper plate 
grant of Loka Vigraha (600 A.D.) refers to Jay Varaha worship.? The 
stone inscription recovered from Podagada of Koraput district indicates 
that Indra Varma of the Nala dynasty constructed a temple for 
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Vasudeva. The Tekkali copper plate of Madhyamaraja III (Sailodbhava 
dynasty) speaks of Tribikrama,? Chodaganga Deva built the temple 
for Sri Kurmanath and Nrusimhanath at Simhachalam in 1113 A.D. 
We have also the description of Srikshetra as the Dasavatara Kshetra. 
The symbolic representation of Dasavatara (now only three survive) 
in the twin temples of Gandharadi, images of Nrusimha, Krisna, 
Balarama and Kalki in the Laxmana temple of Sirpur (now in Madhya 
Pradesh), Dasavatara images in the Indralat temple of Ranipur Jharial, 
in a broken temple near the Vaital temple, on the wall of a small temple 
in the compound of the Paramaguru family in the Jagannatha temple 
of Puri, in the Sikhareswar temple of Siva-Narayanpur (Keonjhar 
district), the images in the Madhavananda temple (Niali), in the temple 
of Ananta- Vasudeva, the ten Avataras in miniature form as accessory 
figures of a Visnu image at Saintala in Bolangir district, the images on 
the pedestal of Krisna-Visnu preserved in the Orissa State Museum, 
the Avatara images in many temples of the State, etc. reveal the 
prevalence of Dasavatara worship in Orissa. It is Jayadeva who made 
a contribution to the systematisation of the theory of Dasavatara in his 
composition ‘Dasakruti krute’. In addition to the images referred to 
above stray images of different incarnations are also found on the 
pedestals and side panels of Visnu images of Orissa. These 
archaeological evidences indicate the popularity of Vaisnavism in 
Orissa. Of the Dasavataras, the incarnations of Nrusimha and Varaha 
gained royal patronage and support of the people. There is a beautiful 
Laksmi-Nrusimha temple with an excellent image of Nrusimha with 
Laksmi on his lap in the Lingaraj temple compound. This temple and 
the shrines of Nrismhanath at Simachalam and Srikurmanath at 
Srikurmam gained ascendancy during the illustrious Ganga rule. 


The incarnation of Varaha as the cult deity was very familiar in 
Orissa. The important illustrations are:- the Varaha temple at Adaspur 
(12th century A.D. Prachi valley), the Laksmi-Varaha temple with a 
colossal image of Laksmi Varaha at Ali, the Varahanath temple at 
Jajpur, the Varaha temple on the Bhargavi near Chandanpur, the images 
of Varaha at Kuanapur, Sundargram, Niali, Madhava, Kakatpur, 
Visvamitra Asram, Somesvara, Nivarana, Tribenighat, Kenduli, 
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Lataharana of Prachi valley, in the Maninageswar, Bankeswar, 
Kumareswar temples of Balasore district, at Mukunda Vidyadharpur 
near Alarnath temple (Puri district), in Madhava temple of Narsinghpur 
(Puri district), at Sudha (in Keonjhar district) and in different other 
places. 


The worship of Laksmi-Narayana was also popular in Orissa. The 
syncretic images emphasize the association of Laksmi with Visnu. The 
images of this type are assignable to the Ganga period. Laksmi- 
Narayana image of Chaurasi (12th century A.D.) is an excellent 
specimen of Orissan art. Seated in lalitasana on a double petalled lotus, 
Narayana holds a full-blown lotus in his upper right hand, cakra in 
upper left, lower left touching the breast of Laksmi and the lower right 
in Varadamudra. Laksmi embraces her consort with her right hand and 
holds a lotus in the left. Below them are beautifully depicted the 
elephant and Garuda and several attendants in various poses. The 
images alongwith the pedestal are well-ornamented revealing the Ganga 
artistic grandeur and style par excellence. 


Another image of Laksminarayana made of sandstone, but of the 
same pose as above is seen in the Laksmi-Narayana temple in the village 
Laxmisagar, Bhubaneswar. The tradition relates that the village 
Laxmisagar, originally a Brahmin Sasana was established by Laxmi, 
one of the queens of Chodaganga Deva of Ganga dynasty. The figures 
in archaic style with nice ornamentation bearing the trademark of Ganga 
style substantiate the historicity of the legend. There is another 
syncretic image of Laksminarayana in the Matha of Thakurpatana 
(Prachi valley) having the same characteristic features as above. Our 
point of interest in this connection is that Orissa does not exhibit very 
many images of this cult, reasonably because the syncretic cult could 
not gain the support of the people in a mass scale. 


The archaeological evidences and literary data prove that 
Vaisnavism entered into Orissa from the South, North and West and 
was firmly rooted in the soil with the local tradition before the advent 
of the Gangas. I have discussed elsewhere that Saivism was deeply 
established in Orissa before the advent of Vaisnavism. Due to eclectic 
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attitude of the Gangas and to the great influence of Saivism a sort of 
religious syncretism took place during the Ganga rule. The experiment 
to combine Saivism and Vaisnavism proved successful. Thus the 
syncretic cult of Hari-Hara is best exemplified in the form of Lingaraja 
who is worshipped both as Visnu and Siva. The grand synthesis of 
different religious traditions with Vaisnavism at the apexled to the 
emergence of Jagannath cult. 


The spread of Vaisnavism as the state religion under the Gangas 
led to the emergence of temples in honour of the cult deity Visnu. Of 
the many Visnu temples mention may be made of some important ones, 
e.g. the Madhava temple in the village Madhava in Prachi valley, an 
excellent temple with the presiding deity of four-armed Visnu of extra- 
ordinary beauty and glamour. The temple consists of a Vimana and a 
Jagamohan. The third adjunct known as Bhogamandapa appears to be 
a later edition. The sikhara shows a lot of repair and covers much of 
its ancient beauty. Although it resembles Rajarani in style and 
proportions, it is assignable to Ganga period. The Jagamohan is a 
temple of Pidha order and is very impressive. The temple shows an 
admirable organisation of the surface like the temples of the 
Somavamsis. The figures on the outer surface are attractive and lively. 
The female figures here are marked by grace and elegance. The 
arrangement of the celestial, human and animal figures with flora and 
fauna is stylised giving a graphic picture of nice adjustment between 
the panels. 


The enshrined image of Madhava, a life-size lively figure bears 
the highest watermark of Orissan art. The elegant posture of the cult 
hero decked with profuse ornamentation beaming forth the celestial 
smile is so nicely carved out that a better execution in depicting the 
image as the supreme divine being is never possible. Similarly the 
image of Garuda facing the cult image from the Jagamohan is the best 
of its type in Orissa. Carved in chlorite stone in a classical pose with 
folded hands benignly bowing down before the lord, Garuda speaks of 
the accumulated experiences of the master artists for centuries. The 
association of the cult of Madhava with Durga is a peculiar feature of 
the temple marking a syncretism of the two cults and revealing the 
eclecticism of the Ganga monarchs. 
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However, the Madhava temple is a great centre of Vaisnavism 
maintaining the identity of Visnu cult in full glaumour. As regards the 
importance of the temple the remarks of Charles Fabri are cited here. 
“The Madhava temple of Madhava village is one of the great temples 
of Orissa. The sculptor has retained many older features of style, such 
as classic poses, and very little distortion and contortion occurs on the 
walls, but he was a master nevertheless, and his architectural works 
equal some of the best temples of the capital. Here is a temple not only 
worth visiting, but also deserving much greater care in repair and 
restoration. 


In the village Narsimhapur on Prachi valley there is a small 
Madhava temple which shows a lot of conservation. The temple is of 
Pidha order and the entire exterior is covered with plaster. To my mind 
the present temple was erected on the ruins of the original one. The 
Parsva Devata found on the outer niches are Narasimha, Varaha and 
Trivikrama. The enshrined image is an over life-size statue of four- 
armed Visnu, similar in workmanship to that of Madhava temple. This 
image may be attributed to the Ganga epoch. Contemporary to Madhava 
temple of Madhava village of Prachi valley are the temple of Alarnath 
in Brahmagiri P.S. and the Satyanarayana temple in the compound of 
the famous Jagannatha temple at Puri. The enshrined images bear the 
same characteristic features and artistic styles. 
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A NINETEENTH CENTURY NABAKSARI 
TRANSLATION OF GITAGOVINDA 


Rajendra Prasad Das 


[This paper presents an account of one more Oriya translation— in 
addition to the published Artha Govinda of Vajari Dasa- 1674 March, 
and unpublished translation of Uddhava Dasa, circa 1715-19 A.D.- a 
Nabaksari rendering of Gitagovinda (Gg.) of Jayadeva. The translator 
is Bhajanananda Dasa who completed the work at the auspicious ‘Cow 
dust’ hour on Friday, the 10th day of Margasirsa Sukla Paksa in Saka 
1762 which is equivalent to December 4, 1840 A.D. I acknowledge 
with gratitude my indebtedness to my friends late Ambika Prasad 
Mohanty of Pritipur, Prabodha Chandra Das, the then Asst. Teacher, 
Biraja High School and Dasarath Nayak, the then Lecturer in Oriya, 
N.C. College, Jajpur for accompanying and introducing me to the 
Mahant of Dasarathpur Matha, Sri Achyutananda Dasa Adhikari on 
Sunday the 27th August 1972 when I was the Principal of N.C. College, 
Jajpur. I am grateful to Mahanta Achyutananda for making the 
Bhajanananda Ms. available to me for study. I further express my 
gratitude to the reputed scholar Sri Dukhisyam Pattanaik for helping 
me to understand the Sanskrit part of the colophon after making minor 
corrections and helping me to translate it into English for this paper. 
Sri Pattanaik also deserves my gratitude for checking up the date in 
the Christian Calendar and fixing it as 04.12.1840 A.D.] 


The Gg. part of the palmleaf Ms.comprises 141 leaves, wrongly 
paginated as 148 leaves. The Gg. translation is followed by 6 leaves 
୯ଠntaining ଶ୍ରୀ ବୁଜବନ ପରିକ୍ରମାକ୍ରମ (Sri Vrajavana Parikrama Krama) of 48 
verses, each verse with two padas of twenty letters. This is followed 
by Radhastami Vrata Katha in Nabaksari Vrtta as per the Bhabisyottara- 
Purana in 220 verses covering the last twenty leaves. He was asked to 
render it in Oriya by an interested Brahmana. 


ଭବି ଷ୍ୟପୂରାଣେ ଏକଥା, ଶ୍ର ବଣେ ଖଣ୍ତେ ଭବ ବ୍ୟଥା ॥ 
ପ୍ରବନ୍ଧମିତ୍ରାକ୍ଷର ଲାଗି, କାହୁଁ ପାରିବି ଡାହା ଜଗି ! 
ସେତ ସଂସ୍କୃତ ବାଣୀସାର, ପ୍ର।ଜ୍‌ଡେ କଲି ପରଚାର ॥ 
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ଏକ ବ୍ରାହ୍ଣ ଅନୁରାଗି, ଆଗର ହ କଲେ ଏଥ୍‌ଲାଗି ॥| 
ତାହାଙ୍କ ଆଜ୍ଞା ଧରି ସିରେ, କଲି ମୁଁ ଗୀତ ପରଚାରେ |! 
ସୁ ଢନେ ନ ଧରିବ ଦୋସ , ରଣେ ଭଜନାନନ୍ଦ ଦାସ | 


Following Bhajananda let me state: 


ଦୁଇ ସୂଜାଣ ଅନୁରାଗି ¦! ଆଗ୍ରହ କଲେ ଏଥ୍‌ଲାଗି ॥ 
ତାହାଙ୍କ ଆଜ୍ଞା ଘେନି ଶିରେ | ଲେଖ୍‌ ଲି ଏହି ରଚନାରେ ॥ 
ଦେବୀ ଯାହାରେ ପରସନ୍ନ । ବିମଳ ଯାହାର ଆନନ ! 

ସୂ ଢକନେ ଦୋଷ ନ ଧରିବ ! ରାଜେନ୍ଦ୍ର ପ୍ରସାଦେ ଶୁଣିବ || 


What motivated Bhajanananda to translate the Gg. ? He states in 
the colophon : 


“ଗ୍ର ନ୍ରଢାର ଯେ ଟୀକାକାର, ଡୂଇର ତାପ୍ର୍ଯ୍ୟ ବିଚାର ॥ 
କରି ମୁଁ ଯାହା ଲେଖ୍‌ ଲଇରଂ, ଆପଣା ବୁଝିବାର ପାଇଁ ||” 


Thus he considered and deliberated views of both the writer and 
the commentator and their implications. Whatever he wrote after such 
an exercise was primarily for his own understanding. Such a declaration 
is undoubtedly that of a true seeker. I have not come across such a 
declaration by another translator. Which of the Tikakaras or 
commentators did he follow ? In verse 33 of the lst Sarga he states : 


ଏ ଗୋସ୍ବା।ମୀଙ୍କ ଟୀକା ମତ | ଭାଷାବନ୍ଧରେ କଲି ଗୀତ ।।୩୩॥ 
and follows up by further stating: 


ଶ୍ରୀ ବ୍ରହ୍ମବୈବର୍ଭ ପୂରାଣ | ତହିଂରେ ଯେମନ୍ତ ଲିଖନ ।।୩୪॥ 
ତାହାକୁ କରନ୍ତି ବ୍ୟାଖ୍ୟାନ । ଅଁବର ଟୀକାକାର ମାନ ।୩୫॥ 


This Goswami is most likely Pujari Goswami or Caitanya Dasa 
whose commentary on the Gg. follows the Goudiya tradition in letter 
and spirit. 


Let me illustrate the methodology of the translation adopted by 
Bhajanananda from his own declaration: 


ପ୍ରଥମେ ମଙ୍ଗଳାଚରଣ | ତ୍ରିବିଧ ଅଟଇ, ପ୍ରମାଣ ।୯॥ 
ଆଶୀର୍ବାଦ ଯେ ନମସ୍‌ର ¦ ବସ୍ତୁ ନିର୍ଦେଶ ଏ ପ୍ରକାର ॥।୧୦॥ 
ସର୍ଗ ବନ୍ଧ ଯେ ମହାକାବ୍ୟ । ଏ ତିନି ତହିଂରେ କର୍ଗବ୍ୟ !!୧୧॥ 
ପ୍ରଥମ ଷ୍ଲୋକର ବିଚାର ! ଏବେ କରିବି ପରଚାର ॥୧ ୨॥ 
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ଏଥ୍‌ରେ ନିତ୍ୟଲୀଳା ସାର ! ବସୁ ନିର୍ଦ୍ଦେଶ ଏ ବିଚାର ॥|୧୩॥ 
ରାଧାଙ୍କ ପ୍ରିୟ ସଖୀ ଜନ | କହତି ମଧୂର ବଚନ 11୧ ୪॥ 

ସୁଣ ଗୋ ବୃଷଭାନୁ ଯେମ। । ପ୍ରବେଶ କର କୁଞ୍ଜ ସୀମା || ୧୫॥ 
ଗତ ରାତିରେ କରି ମାନ | ତୁମ୍ଭେ ଅଇଲ ସ୍ଵ ସଦନ ॥।୧ ୬ 

ତହୁ “ ଶ୍ରୀକୃଷ୍ଣ ପାଇ ଭୀତି । ବସି ଅଛତି ତୋତେ ଚିନ୍ତି ୧ ୭॥ 
ବେଗେ ତୂ ଢାଅ ତା ନିକଟ ! ଫେଡ଼ ତୁ କୃଷ୍ଣର ସଙ୍କଟ ||୧୮॥ 
ପ୍ରିୟ ସଖୀର ଏହିବାଣୀ । ସୁଣି କହନି ରାଧାରାଣୀ ।୧୯॥ 
ଢେବେ କହୁଛ ତୁମ୍ଭେ ଜାଅ | କି ରୂପେ ଢିବିଂ ସଖ୍‌ କହ || ୨ ୦॥ 
ସୁଣି କହଇ ସଖୀ ବାଣୀ | ସୁଣ ଗୋ ରାଧା ଠାକୁରାଣୀ 1୨ ୧ 
ତାହାର ଉପାୟ ତୂ ଘେନ | ମେଘ ଆଛାଦିଲା ଗଗନ || ୨ ୨॥ 
ତମାଳ ବୃକ୍ଷେ ବନ ଭୁଇଁ । ଶ୍ୟାମଳ ବର୍ଣ୍ଧ ଦିସୁଛରଂ | ୨୩॥ 

ସ୍ବ ଭାବେ ଏହୁ ନକ୍ତ କାଳ | ଭୟାଜୁ ଅଟେ ନନ୍ଦ ବାଳ || ୨ ୪॥ 

କୃଷ୍ଣ ପକ୍ଷକୁ ଯେ ଉଚିତ | ସୁବେଶ ହୋର ଅଦରୂତ ॥। ୨ ୫ 
କୃଷ୍ଣଙ୍କୁ ଘେନି କୂଞ୍ଜ ପଶ | ପାଇ ଏ ଆନନ୍ଦ ନିଦେଶ | ୨ ୬ 
ପ୍ରତି ପଥରେ କୁଞ୍ଜ ଦୁମ ! ଇକ୍ଷ କରିଣ ଲୀଳା କ୍ରମ |! ୨୭॥! 
ଚଳଚତ୍ତି ପ୍ରଣୟ ସମ୍ପରି । ରାଧାମାଧବ ବେନି ମୂରି ॥।୨୮॥ 

ଯମୁନା କୂଳେ ଚ୍ନ୍ଦାବନେ | ରୂଚିର ନିକୁଞ୍ଜ ଭବନେ 1୨ ୯॥! 

ଯୁ ଗଳ ରହ କେଳି ତତି । ଭୟଯୁ ସ୍ତ ସେ ହୋଇଛନ୍ତି |।୩୦॥ 

ଏହି ବର୍ରମାନ ପ୍ରୟୋଗ | ଭୂତ ଭବିଷ୍ୟ ଏଥ୍‌ ଯୋଗ ॥୩୧॥ 
ଏଣୁ ଶ୍ରୀ ଜୟଦେବ ନାମ | କଲେ ନିତ୍ୟ ଲୀଳା ସ୍ର। ପନ ।।୩୨॥। 
ଏ ଗୋସ୍ବ।ମୀଙ୍କ ଟୀକା ମତ ¦ ଭାଷାବନ୍ଧରେ କଲି ଗୀତ ॥୩୩॥। 
ଶ୍ରୀ ବ୍ରହ୍ମବୈବର୍ଭ ପୂରାଣ ! ତହିଂରେ ଯେମର ଲିଖନ ।।୩୪॥ 
ତାହାକୁ କରତ୍ତି ବ୍ୟାଖ୍ୟାନ । ଅ।ବର ଟୀକାକାର ମାନ ।।୩୫॥| 

ଶ୍ରୀ ନନ୍ଦ ନିଦେଶକୁ ପାର | ଚଳିଲେ ରାଧାକୃଷ୍ଣ ଦୂର ।୩୬॥ 
ଏକଇ ଦିନେ ରାଜା ନନ୍ଦ | ଗୋ ଦୋହେ ଗଲେ ଘେନି ଛନ୍ଦ ।।୩୭॥ 
ଶ୍ରୀକୃଷ୍ଣ ପଛେ ପନେ ଜାତି । ସେ କଥା ଆପେ ନ ଢାଣରତ୍ି ।।୩୮॥ 
ସେହି ସମୟେ ମେଘ ଅସୀ ! ଘୋଟତେ ନ ଦିଶିଲେ ଶଶୀ ।।୩୯॥। 
ନନ୍ଦ ଯେ ପଛକୁ ଚାହିଁ "ଲେ | କୃଷ୍ଣଙ୍କୁ ପଛରେ ଦେଖ୍ଇେ || ୪୦॥ 
କିଂପା ଅଇଲୁ ବାବୁ ତୁହି । ଗୋ ଦୋହନକୂ ଜିବି“ ମୂହିଂ |1୪୧॥ 
କେ ନେର ଜିବ ବାବୂ ତୋରେ | ଛାଡ଼ିବ ମାତାଙ୍କ ଛାମୁରେ 1୪ ୨॥ 
ଶ୍ରୀରାଧ!। ସଖୀଙ୍କ ସଙ୍ଗତେ | ଆସି ମିଳିଲେ ଆଚମ୍ଭିତେ |1୪୩॥ 
ନାନା କୂସୂମ ଚୟ ତୋଳି । ବୂଇଚି କରି ନାନା କେଳି ।।୪୪॥ 
ତାହାଙ୍କୁ ଦେଖ୍‌ ନନ୍ଦରାଏ । କହି ଶୁଣ ଆଗୋ ମାଏ ।।୪୫॥ 
କୃଷ୍ଣଙ୍କ ଘେନି ଯାଅ ସଙ୍ଗେ । ଘରେ ଛାଡ଼ିବ ନେଇ ରଙ୍ଗେ ॥।୪୬॥ 
ଏ ରୂପେ ନନ୍ଦର ନି ଦେଶ ! ପାଇଣ ଆନନ୍ଦ ବିଷେଶ ॥୪୭॥ 
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ଚଳିଲେ ପ୍ରି ୟା ପ୍ରିୟ ଦୁହେଂ | ସେକାଳ ସୂଖ କହି ନୋହେ |।୪୮॥ 
ସଂକ୍ଷେପେ କହିଲି“ ଏ ଅର୍ଥ । ବାକି ସକଳ ପୂର୍ବବତ 1!୪୯॥ 

ଶ୍ରୀ ରାଧାକୃଷ୍ଣ କେଳି ରସ । ଏ ଶ୍ଲୋକେ ବସ୍ତୁର ନିର୍ଦେଶ ।।୫୦॥ 
ଏ କୃଷ୍ଣ ନିତ୍ୟଲୀଳା ସାର | ସୁରଣେ ଆନନ୍ଦ ବିସ୍ତାର || ୫ ୧॥ 

ଏହା ଯେ କରେ ଆସ୍ଟ।ଦନ | ଲଭିବ ଧାମ ବୃନ୍ଦାବନ || ୫ ୨॥ 

ଚିନ୍ତି ଯୁଗଳ ପାଦ ଦ୍ଵନ୍ଦ ¦ କହର ଶ୍ରୀ ଭଜ୍ଜନାନନ୍ଦ || ୫୩॥ 


This long commentary cum translation was preceded by 8 verses 
comprising ‘Asirvada’’ and ‘Namaskara’ parts of the Mangalacarana. 
This part also emphasises the gaudiya tradition to which Sri 
Bhajanananda belonged. 


ନମଇରଂ ଦେବ ଗୋପୀନାଥ ! ଅନାଥ ଲୋକର ସେ ନାଥ ॥୧॥ 
ନମ ଇଂ ଶଚୀର ନନ୍ଦନ | ନାମ ତାହାର ଶ୍ରୀ ଚୈତନ୍ୟ ॥ ୨॥ 
ନମର ଂ ପ୍ରରୁ ନିତ୍ୟାନନ୍ଦ । ଆବର ଶ୍ରୀ ଅଦ୍ଵୈତଚନ୍ଦ୍ର ୩! 

ଚୈ ତନ୍ୟ ଭକ୍ତଗଣ ଯେତେ ! ନମରଂ ଯଥାବିଧ୍‌ ମତେ |1୪॥ 
ଶ୍ରୀ ଜୟ ଦେବ ସ୍ଵ।ମୀଙ୍କର ! ଚରଣେ କରି ନମସ୍୍‌ାର ।।୫॥ 
ଢ୍ାହାର କବିତ୍ ପ୍ର ବନ୍ଧ । ନାମ ଯେ ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦ | ୬॥ 
ତାହାର ଅର୍ଥ ଭାଷାମତେ | କରିବିଂ କରୁ ଅଛିଂ ଚିରେ | ୭॥ 
ସମସ୍ତେ ଅନୁ ଗ୍ରହ କର | ଏ ବାଞ୍ଚ। ପୂର୍ଣ୍ଣ ହେଉ ମୋର |୮॥ 


Before this the Text opened with the translator taking refuge in 
Gopinatha - ଶ୍ର] ଗେୋପୀନାଥଃ ଶରଣଂ followed by the Ist verse, the 
Mangalacarana verse of Sri Gitagovinda: ମେଘୈ ର୍ମେଦୂରମସ୍ବ ରଂ 0 ରାଧାମାଧବ 
ୟୋର୍ଜୟନ୍ତି ଯମୁ ନାକୂଳେ ରହଃ କେଳୟଃ | 


Sri Bhajanananda’s elaborate explanatory rendering of the original 
Sanskrit verse may be compared and contrasted with the immensely 
popular Dharanidhara(ଧରଣé1ଧର) translation of mid-16th century and a 
modern translation by Jaya Krishna Pattnayak (2nd revised edition, 
1970) 


(1) ଭDDP: ମାୟା ରଚିଲେ ଦେବ ଦାମୋଦର । ମେଘ ଆଛାଦିଲା ଆସି ଅମ୍ବର || 
ନିବିଡ଼ ନୀଵମେଘ ପ୍ରକାଶି ଲା । ବିପିନ ଗିରି ଶ୍ୟାମଳ ଦିଶିଲା ॥ 
ନୀଳତମାଳ ତରୁ ବନଲତା । ଦେଖ୍‌ ଣ ନନ୍ଦ ପାଇଇଲେକ ଚିନ୍ତା ॥| 
ରାଧାକୁ ବୋଲନ୍ତି ବରଜ ପଡି । ଗୋଡ଼ାର ଅରଲା ଏତ ଶ୍ରୀପତି |! 
ନିଶାରେ ଗୋଗୋଟଷ୍ଟେ କରିବ ଭୟ | ଗୃହେ ପ୍ରବେଶ କରାଅ ତନୟ ॥| 
ଏମର ନନ୍ଦର ଆଦେଶ ଘେନି ! ଚଳିଗଲେ ରାଧାମାଧବ ବେନି ॥| 
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× ଯମୁନା କୂଳେ ଘନ ତରୁବର | ଲତା ନିକୁଞଞ ଚା ହର ଆଢାର ॥ 
ନିର୍ଜନ ପ୍ରସର ଭୂମିରେ ମିଳି । ନିକୁଞ୍ଜ ନିକୁଞ୍ଜ କରନ୍ତି କେଳି ॥ 
(2) JP: କନ୍ଧଳ ଜଳଦମାଳ ଆବର ଶ୍ଯ!ମତମାଳ 
ଅନ୍ଧାରିଲେ ଗଗନ କାନନ, 
ରୀରୁ ମୋହର କହ୍ନାଇ ଏକା ନ ପାରିବ ଯାଇ 
ସଙ୍ଗେ ନିଅ ରାଧେ ମୋ ନନ୍ଦନ ଗୋ 


ନନ୍ଦଙ୍କ ଆଦେଶ ବାଣୀ ଶୂଣି ରାଇ ବିନୋଦିନୀ 
କୃଷ୍ଣ ସଙ୍ଗେ ଗଲେ କୁଞ୍ଞବନେ | 
ମିଳିଲେ କାଳିନ୍ଦୀକୂଳେ ରମି ଲେ କଦମ୍ବ ମୂଳେ 


ଭଗ୍ତି ଭାବେ ଶୁଣ ଭକ୍ତଜନେ ହେ ॥ ୧॥ 

JK Pattanayak however finds it necessary to follow this up with a 
long ‘‘ବିଶଦାର୍ଥ?? in Oriya prose which need not detain us. But this 
addition underscores the need for elaboration undertaken by Sri 
Bhajanananda. 


Earlier I had cited two verses from the colophon to indicate the 
motivation as also the methodology of Sri Bhajanananda. The rest of 
the colophon is quoted below: 


ଶ୍ରୀ ଜୟଦେବ ସ୍ବ।ମୀଙ୍କର । ଚରଣେ କରି ନମସ୍ର ।।୧୧॥ 
ତନୁତ ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦ । ତାହାର ପ୍ରାକୃତ ପ୍ରବନ୍ଧ |1୧୨॥ 
କଲିଂ ମୁଁ ଅତି ଧାର୍ଷ୍ୟପଣେ ! ମୋ ଦୋଷ କ୍ଷେମି ସାଧୂଗଣେ ॥|୧୩॥ 
ତାହାକୁ ଶୋଧନ କରିବ । ମୋ ଦୋଷ ମନେ ନ ଧରିବ ।।୧୪॥ 
ଶ୍ର ହରି ଶ୍ରୀଗୁରୁ ବୈଷ୍ଣବ । ଚରଣ ଶରଣ ପ୍ରଭାବ ।।୧୫॥ 
ବଳରୁଂ କଲି ଗୀତ ସାର ।! ସଜନେ କର ଅଙ୍ଗୀକାର ।|୧ ୬ 
ଅୟନ ରସ ରଷି ଶଶୀ ¦ ଶାକାଦ ଏ ସକଳେ ମିଶି ।॥।୧୭॥ 
ବସୁ ନିଗମ ପକ୍ଷମହୀ ! ଏ ସର୍ବେ ମିସି ସନ ହୋଇ ॥୧୮॥ 
ଶ୍ର ରାମଚନ୍ଦ୍ର ଗଜପତି | ଚନ୍ଦ୍ରଅୟନେ ଅଙ୍ଗ ସ୍ତିତି | ୧୯॥ 
ଦଶମୀ ତିଥ୍‌ ଶୁକ୍ଲ ପକ୍ଷ । ମାସରେ ମାର୍ଗଶୀର୍ଷ ଦକ୍ଷ ।।୨୦॥ 
ଅସୂର ଗୂରୁଙ୍କ ବାସରେ | ପୂଣ୍ୟ ଗୋଧୂ ଳୀ ସମୟରେ |! ୨୧॥ 
ଏହି ଯେ ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦ | ଏହାର ପ୍ରାକୃତ ପ୍ରବନ୍ଧ 1 ୨ ୨॥ 
ନିରିଘ୍ଲେ ହୋଇଲା ସମାପ୍ତ । ହେଉ ଏ ସକଳ ସମ୍ମତ !1୨୩॥ 

ଏ ଗ୍ରନ୍ଥ ପ୍ରାକୃତ ପ୍ରବନ୍ଧ । କହଇ ଶ୍ରୀ ଭଚ୍ଚନାନନ୍ଦ |! ୨୪॥ 


Here, while expressing the usual humility of a writer, the translator 
has declared that he has been able to complete the translation due to 
the strength he derived by taking refuge at the feet of Sri Hari, Sri 


101 


Digitized by srujanika@gmail.com 
[୭] Iv J € 


Guru and the Vaisnavas. He further expresses the hope that his effort 
will receive the approval of all. 


These Oriya verses of the colophon are followed by a declatory 
statement in Sanskrit : 


ସମାପ୍ରୋୟଂ ଶ୍ରୀ ଗୀତଗୋବି ନ୍ଦସ୍ୟ ପ୍ରାକୃତ ପ୍ରବନ୍ଧଃ | ଶ୍ରୀ ! 
ଶ୍ରୀ ରାଧା ତତ୍ସଖୀବର୍ଗ ସହିତଃ ସଗଣ୍ୈ ର୍ବୃ ତଃ ! 
ଗୀତଗୋବିନ୍ଦ ରୂପେଣ ଗୋବିନ୍ଦ( 8) ହୃଦୟେସୁନଃ | 

ଶ୍ରୀ ଶ୍ୟାମସୁନ୍ଦର(ଃ) ଶରଣ" | 
ଯସ୍ୟାନୂଗ୍ର ହ ଲେଶତୋ ଗଜପତିଃ ସ୍ଵ ବଦ୍ୟହୀନଃ ସଦା 
ସଦ୍ୟୋନିର୍ବ୍ତିମାନ୍‌ ମହରମୟାଭକ୍ତ ପ୍ର ଧାନୋପ୍ୟତୂତ୍‌ ! 
ଭୟାନନ୍ଦ କରଃ ପ୍ର ତାପମି ହିର ଶ୍ଷୈତନ୍ୟଧାମା ପ୍ରଭୁଃ | 
ଶ୍ର।ମାନସଂ ବସତାନ୍ଟନସ୍ୟପିଚନଃ ସୋଃୟଂ ମୁରାରିର୍ମୂ ହଃ |1୧॥ 


Because of whose slightest grace the Gajapati has been freed of 
all sins, attaining Moksa and becoming the noble chief devotee, 
bestower of Bliss and a terror for the sinful, the refuge of Caitanya, 
that Lord Murari alongwith Sri may come to reside in our hearts always, 
again and again. 

Earlier, he had given a beautiful role to Sri Gitagovinda when he 
stated: 


Govinda who is surrounded by Sri Radha, her friends and 
attendants may be pleased to reside in our hearts in the form of Sri 
Gitagovinda. 


May Govinda with Radha and her friends and attendants reside in 
our hearts as Gitagovinda. 


* 
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ଓଡ଼ିଆ ସାଂସ୍କୃତିକ ପରଂପରାରେ “ଗୀତଗୋବିନ୍ଦଂ ଓ 
କବି ଜୟଦେବ 
ବିଭୂତି ପଟନାୟକ 


Gitagovinda and the Poet Jayadeva in the 
Oriya Cultural Tradition 


Bibhuti Pattanayak 


[The paper deals with the controversy regarding Jayadeva’s 
birthplace and concludes with the solution of the problem in favour of 
the Orissan village Kenduli near Puri on the basis of the Oriya cultural 
tradition prevailing before and after the poem Gitagovinda. 


At the outset the author discusses the views advanced in favour of 
the village in West Bengal through Sukumar Sen's History of Bengali 
Literature, Kshetragupta’s A Complete History of Bengali Literature 
and similar opinions held by persons like Sochi Routray and others 
and he shows that they are unsustainable. He mentions Kapila 
Vatsayana’s opinion in this regard in her Masterpieces of Indian 
Literature, p.1163, taking an either/or position, of course with personal 
preference for Orissa as the poet’s homeland. 


In course of the discussion he categorically states that the Bauls 
who observe the annual fair ‘Jayadev Kenduli’ do not belong to the 
Radha-Krishna cult and that the temple there alongwith other 
associations are of later origin. He points out the contradictions in 
Banamali Das’s poem Jayadeva Charita, a work of 16th century, which 
has been used by most scholars including the latest Kurubinda 
Bhattacharya (writing in Desh, 1995) as a springboard for Jayadeva’s 
Bengali identity. He supports his view with the remark of Haraprasad 
Sashtry in his introduction to the poem that Banamali Das did not even 
know about the existence of the independent king Lakshmana Sen in 
the history of Bengal. 


Pattanayak dwells at length upon the records of saints and 
hagiographers, all of whom assign Jayadeva to Utkal, stating that his 
native village Kenduvilva was near Puri. However, the forte of his 
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argument is Orissa’s cultural ethos of the time: the previous and the 
following literary compositions in Sanskrit, visits of religious 
preachers, Ramanuja and Nimbarka, and saints like Vilvamangala, 
temple inscriptions and erotic sculptures culminating in the Sun Temple 
of Konark and lyrico dramatic works leading to Rai Ramananda’s 
Jagannath Vallabha Natakam on prema bhakti. A masterpiece is not 
an isolated work, but only a peak point of some other works. Considered 
in this light. Gitagovinda is the culmination of a literary, religio-cultural 
tradition that flourished in Orissa from the tenth to the thirteenth or 
fourteenth century. —Editors] 


ସଂସ୍କୃତ ଗୀତ କାବ୍ୟ ‘ଗୀତ ଗୋବିନ୍ଦର ରଚୟିତା ଜୟଦେବଙ୍କ ପି ତାଙ୍କ ନାମ ଥ୍‌ଲା ଭୋଜ ଦେବ; 
ମାତାଙ୍କ ନାମ ରାଧାଦେବୀ ବା ରମାଦେବୀ । ପତ୍ନୀଙ୍କ ନାମ ପଦ୍ମାବତୀ । ସେ କେନ୍ଦୁବିନ୍ଧ ନାମକ ଏକ 
ଗ୍ରାମରେ ଜନ୍ମ ହୋଇଥ୍‌ଲେ ବୋଲି ତାଙ୍କ କାବ୍ୟରେ ଉଲ୍ଲେଖ କରି ଯାଇଛନ୍ତି । କିନ୍ତୁ ଏ ଗ୍ର।ମଟି କେଉଁ 
ରାଜ୍ୟରେ ଏବଂ ସେ କେବେ ଜନ୍ମ ଗ୍ରହଣ କରିଥ୍‌ ଲେ ତାହାର କୌଣସି ସୂଚନା ସେଥ୍‌ରେ ନାହିଁ । ସେ 
ବଙ୍ଗ ଦେଶର ବୀରରଭୁମ ଜିଲ୍ଲାରେ ଜନ୍ମ ହୋଇଥ୍‌ଲେ କି ଓଡ଼ିଶାର ପ୍ର।ଚୀନଦୀ ତୀର କେନ୍ଦୁବିଲ୍ଧ ଗ୍ରାମରେ 
ଭୂମିଷ୍ଠ ହୋରଥ୍‌ଲେ, ସେଥ୍ପାଇଁ ବହୁ ଦିନୁ ବିତର୍କ ଲାଗି ରହିଛି । 


ସେହିପରି ଜୟଦେବଙ୍କ ଆବିର୍ଭାବ ସମୟ ନେଇ ମଧ୍ଯ ମତଭେଦ ରହିଛି । କେହି କେହି ତାଙ୍କୁ 
ଏକାଦଶ ଶତାଦ୍ଦୀର କବି ବୋଲି ମତ ଦେଉଥ୍‌ବା ବେଳେ ଅନ୍ୟମାନେ ସେ ଚତୁର୍ଦିଶ ଶତାଦ୍ଦୀରେ ଜନ୍ମ 
ହୋଇଥ୍‌ଲେ ବୋଲି କହି ଛନ୍ତି । ଏଭଳି ସଂଦେହ ଓ ବିତର୍କର ଯଥେଷ୍ଟ କାରଣ ମଧ୍ଯ ରହିଛି । ଏକାଦଶ 
ଶତାଦ୍ଦୀ ହେଉ କି ଦ୍ଵାଦଶ ଶତାବ୍ଦୀ ହେଉ - ସେତେବେଳେ କାବ୍ୟ ରଚନା ଉପ ଯୋଗୀ ଆଞ୍ଚଳିକ ଭାଷାର 
ବିକାଶ ହୋଇ ନଥ୍‌ରା । ସେଥ୍‌ପାଇଁ ଜୟଦେବ ଓଡ଼ିଆ କିମ୍ବା ବଙ୍ଗଳା ଭାଷାରେ ନ ଲେଖ୍‌ ସଂସ୍କୃତ 
ଭାଷାରେ “ ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍ଲେ । 


ଏକାଦଶ, ଦ୍ଵ।ଦଶ ଶତାବ୍ଦୀ ବେଳକୁ ଓଡ଼ିଶ। ଏବଂ ବଙ୍ଗ ଦେଶରେ ଓଡ଼ିଅ। କିମ୍ବା ବଙ୍ଗୀୟ 
ରାଜାମାନେ ରାଜ୍ୟ ଶାସନ କରୁ ନଥ୍‌ଲେ ! ଦକ୍ଷି ଶ।ଞଞଳର ଗଙ୍ଗମାନେ ଆସି ଯେପରି ଓଡ଼ିଶାରେ ରାଜତ୍ଵ 
କରୁଥ୍୍‌ଲେ, ସେହିପରି କର୍ଣ୍ାଟକର ସେନ ବଂଶୀୟ ରାଜା ବଙ୍ଗଦେଶ ଶାସନ କରୁଥ୍ଲେ । ତେଣୁ 
ସେମ। ନେ ଆଞ୍ଚଳିକ ଭାଷାର ବିକାଶ ଅପେକ୍ଷ। ସଂସ୍କୃତ ଭାଷା, ସାହିତ୍ୟର ପ୍ରସାର ପାଇଁ ଅଧ୍କ 
ମନଯେ।ଗ ଦେଉଥ୍‌ଲେ । ଓଡ଼ିଶାରେ ସେ ସମୟରେ ସଂସ୍କୃତ ସାହିତ୍ୟର ବ୍ୟାପକ ଚର୍୍ଚ। ହେଉଥଲା । 
ବଙ୍ଗ ଦେଶର ରାଜା ଲକ୍ଷ୍ମଣ ସେନ୍‌ଙ୍କ ରାଜସ ଭାରେ ଜୟଦେବଙ୍କ ସମେତ ପାଞ୍ଚ ଜଣ ସଭାକବି ଥ୍ଲେ 
ବୋଲି କୂହାଯାଉଛି । ସେଥ୍ପାଇଁ ଜୟଦେବ ଅଜୟ ନଦୀତଟ କେନ୍ଦରବିନ୍ଧ ଗ୍ରାମରେ ଜନ୍ମ ହୋଇଥ୍‌ଲେ 
ବୋଲି ବଙ୍ଗୀୟମାନେ ଦାବି କରୁ ଛନ୍ତି । 


ଡକ୍ସର ଶ୍ରୀନିବାସ ମିଶ୍ରଙ୍କ ଦ୍ଵାରା ଅନୁଦିତ ଡକୂର ସୁ କୂମାର ସେନ୍‌ଙ୍କ ରଚିତ 'ବଙ୍ଗନା ସାହିତ୍ୟର 
ଇତିହାସ ଗ୍ରଛ୍ରେ କୁହାଯାଇଛି - “ନବମ ଶତାଦ୍ଦୀରେ ପାଳ ରାଜ ବଂଶର ପ୍ରତିଷ୍ଠା ପରେ ଆସାମ, 
ସନିହିତ ଓଡ଼ିଶା, ପୂର୍ବ ଦକ୍ଷିଣ ଓ ଉତ୍ତର ବିହାରର ବହୁ ଅଂଶ ସମେତ ବଙ୍ଗ ଦେଶ ଏକ ସ୍ଵ ତନ୍ତ୍ର ଆଞ୍ଚଳିକ 
ଏକକ ଭାବେ ସ୍ବୀକୃତ ହେରା । ତୁର୍କୀ ପ୍ରଭାବର ଠିକ୍‌ ଆଗରୁ ସମଗ୍ର ବଙ୍ଗ ଦେଶରେ ରାଜ୍ଚତ୍ସ କରୁଥ୍‌ବା 
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ଶେଷ ହିନ୍ଦୁ ରାଜା ଲକ୍ଷ୍ଟଣ ସେନ୍‌ ଙ୍କ ରାଜତ୍ଵ କାଳରେ ନବ୍ୟ କ୍ଲାସିକ୍‌ ସଂସ୍କୃତ ସାହିତ୍ୟକୁ ନିଜର ଶେଷ ଓ 
ସର୍ବପ୍ର ଧନ ଅବଦାନ ଦେଇଥ୍‌ଲା ।! ଏହା ହିଁ ହେଉଛି ଜୟଦେବଙ୍କ ‘ଗୀତଗୋବିନ୍ଦ । ଏହି କାବ୍ୟ 
ବିଶେଷତଃ ଏହାର ଅନ୍ତଃସ୍ବ ର ସ୍ଵରୂପ ଚବିଶଟି ଗୀତ କେବଳ ବଙ୍ଗଳା ଭାଷାର ନୂହେଁ ବରଂ ଅନ୍ୟାନ୍ୟ 
ନବ୍ୟ ଭାରତୀୟ ଆର୍ଯ୍ୟ ଭାଷାର ଗୀତି କବିତାର ପ୍ରଧାନ ଉତ୍ସ ରୂପେ ଗୃହୀତ ହୋଇପାରେ ।! ଜୟଦେବ 
ରକ୍ଷ୍ଟଣ ସେନ୍‌ଙ୍କ ସମସାମୟିକ । କିଛି କାଳ ଲାଗି ସମ୍ଭବତଃ ତାଙ୍କର ସଭାସଦ ଥଲେ । ପଶ୍ଚିମବଙ୍ଗର 
କେନ୍ଦୁବିସ୍ଧ ତାଙ୍କ ଆଦି ବାସସ୍ପ।ନ ଥବା ବିଶ୍ଵ।ସ କରାଯାଏ । ଏଠାରେ ପ୍ରତିବର୍ଷ ତାଙ୍କ ସମ୍ମାନ ନିମନ୍ତେ 
ବୈଷ୍ଣବ ଭକ୍ତମାନଙ୍କର ଏକ ସମ୍ମେଳନ ଅନୁଶ୍ତିତ ହୁଏ ।”' (ପୃଷ୍ଠା- ୧୬-୧୭) 


ଡକ୍ସର ସେନ୍‌ ତାଙ୍କ ଲେଖାର ପ୍ରଥମ ଅଂଶରେ ଜୟଦେବ ବଙ୍ଗାଳି ଥ୍ଲେ ବୋଲି ଦୃଢ ଭାବରେ 
କହି ନଥ୍‌ଲେ ମଧ୍ଯ ତାଙ୍କ ଜନ୍ମରୁ ମି କେନ୍ଦୁବିନ୍ଧ ବର୍ଭମାନ ପଶ୍ଚିମ ବଙ୍ଗରେ ଅବସ୍ତି ତ ଏବଂ ଏଠାରେ ତାଙ୍କ 
ସମ୍ମାନାର୍ଥେ ପ୍ରତିବର୍ଷ ବୈ ଷ୍ଣବ ଭକ୍ତମାନଙ୍କର ମେ ଳା ବସେ ବୋରି ଉଲ୍ଲେଖ କରି ତାଙ୍କୁ ବଙ୍ଗୀୟ ବୋଲି 
ପ୍ରତିପାଦନ କରି ବାକୁ ଚେଷ୍ଟା କରି ଛନ୍ତି । 


ସେହିପରି ତକୂର କ୍ଷେତ୍ରଗୁ ପ୍ତ ତାଙ୍କ ‘ବାଂଲା ସାହିତ୍ୟେର ସମଗ୍ର ରତିହାସ ” ଚ୍ରଛ୍ଥରେ ଉଲ୍ଲେଖ 
କରି ଛନ୍ତି - ' ' ଜୟ ଦେବ ସଂସ୍କୃତ ଭାଷାୟ କାବ୍ୟ ରଚନା କରଲେଓ ତାକେ ଦିୟେର ବାଂଲା ସାହିତ୍ୟେର 
ଇତି ହାସେର ପ୍ରକୃତ ପ୍ରସ୍ତାବନା ହଓୟା ଉଚିତ । ଏ କାବ୍ୟେର ଭାଷ। ସଂସ୍କୃତ ହଲେ ଓ ଭାବ ଏକାନ୍ତ 
ଭାବେଇ ବାଂଲାର |! ଛନ୍ଦେର ରୀତିତେ ସଂସ୍କୃତ ସାହିତ୍ୟ ଜଗତେର ତୁଲନାୟ ପ୍ରାକୃତ କାବ୍ୟରାଜ୍ୟେର 
ସଙ୍ଗେଇ ଯେନ ତା'ର ବେଶି ସଂପର୍କ । କାବ୍ୟଂଦେହ ଗଠନେଓ ତିନି ବାଂଲାଦେଶେର ନିଜସ୍ବ ରୀତିରଇ 
ଅନୁସରନ୍‌ କରେ ଛେନ୍‌ । ପରବର୍ରୀ ବାଂଲା ସାହିତ୍ୟେ ବିଶେଷ କରେ ବୈଷ୍ଣବ ପଦାବଲୀ ସାହିତ୍ୟେର 
ସଙ୍ଗେ ତା'ର ଯୋଗ ପ୍ରାୟ ପ୍ରତ୍ୟକ୍ଷ ।” ? (ପୃଷ୍ଠା ୨୩) 


ଡକୂର ଗୁପ୍ତ ‘ଗୀତଗୋବିନ୍ଦର ବାର ସର୍ଗ ବିଶିଷ୍ଟ ୨୪ଟି ଗୀତରେ କିପରି କେଉଁଠି ବଙ୍ଗଳା 
ଗୀତି କାବ୍ୟର ଗଠନ କୌଶଳ ଅନୁସୃତ ହୋଇଛି, ତାହା ଉଲ୍ଲେଖ କରି ନାହାନ୍ତି । କାରଣ ଦ୍ଵାଦଶ 
ଶତାଦ୍ଦୀବେଳକୁ ବଙ୍ଗ ଳା ସାହିତ୍ୟରେ କୌଣସି କାବ୍ୟ ରୀତି ଗଢ଼ି ଉଠି ନଥ୍‌୍ଲା । ଡକସର ଗୁପ୍ତ ନିଜେ ନିଜ 
ଇତି ହାସ ଗ୍ର ଛରେ ତ୍ର ୟୋଦଶ - ଚତୁର୍ଦଶ ଶତାଦ୍ଦୀଜୁ ବଙ୍ଗଳା ସାହିତ୍ୟ ଇତିହାସରେ ଅନ୍ଧକାର ଯୁଗ ଭାବରେ 
ଆଖ୍ୟାୟି ତ କରିଛନ୍ତି । ତେଣୁ ' ଗୀତଗୋବିନ୍ଦ ର ଛନ୍ଦରେ ପ୍ରାକୃତ ଭାଷାର ପ୍ରଭାବ ଏବଂ ଭାବ ଓ ଗଠନ- 
କୌଶଳରେ ବଙ୍ଗ ଜାର ନି ଜସ୍ଵ ରୀତିର ଅନୂରଣନ ସେ ରକ୍ଷ୍ୟ କଲେ କିପରି ? ବୈଷ୍ଣବ ପଦାବଳୀ 
ଶ୍ରି।ଚୈତନ୍ୟଙ୍କ ସମକାଳ ଓ ପରବର୍ରୀ କାଳର ସୃଷ୍ଟି । ତେଣୁ ' ଗୀତଗୋବିନ୍ଦର ରାଧା-କୃଷ୍ଣ- ଦୂତୀକା 
କାହାଣୀକୂ ନେଇ ପଞ୍ଚଦଶ, ଷୋଡ଼ଶ ଶତାଦ୍ଦୀର ବୈ ଷ୍ପଣବ ପଦାବଳୀ ସହିତ ଯୋଡ଼ିବା ପାଇଁ ଜୋର୍‌ 
କରି ଜୟ ଦେବଙ୍କୁ ବଙ୍ଗଳାର କବି କହିବା କେତେଦୂର ଯୁ ନ୍ତିଯୁ କ୍ତ ? ଯଦି ରାଧାକୃଷ୍ଣ ପ୍ରେମଭ୍ତନ୍ତି ବଙ୍ଗଳା 
ସାହିତ୍ୟର ନିଜସ୍ବ ; ତାହା ହେଲେ ଜୟଦେବଙ୍କ ପରେ ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀରୁ ପଞ୍ଚଦଶ ଶତାଦ୍ଦୀ ମଧ୍ୟରେ 
ରାଧାକୃଷ୍ଣଙ୍କ ନେଇ ଅନ୍ଯ କୌଣସି ବଙ୍ଗଳା ଗୀତ କିମ୍ବା କାବ୍ୟ ରଚିତ ହୋଇ ନଥ୍ଲା କାହିଁକି ? 

କେବଳ ଡକୁର ସୁ କୁମାର ସେନ୍‌ କିମ୍ବା ଡକୁର କ୍ଷେତ୍ର ଗୁ ପ୍ତଙ୍କ ଭଳି ବଙ୍ଗୀୟ ସାହିତ୍ୟ ସମାଲୋଚକ 
ନୁହନ୍ତି; ଓଡିଶାର ବି ଶି ଷ୍ଟ କବି ଡକ୍ସର ସଚ୍ଚିଦାନନ୍ଦ ରାଉତରାୟ ମଧ୍ଯ ତାଙ୍କର ଏକ ପ୍ର ବନ୍ଧରେ ଉଲ୍ଲେଖ 
କରିଛନ୍ତି - “ ସାହିତ୍ୟ ଏକ ବିଚ୍ଛିନ୍ନ ମାନସିକ କ୍ରିୟା ନୂହେଁ । ଏହା ନିର୍ଦ୍ଦିଷ୍ଟ ଏ ତି ହାସିକ ପଟ୍ଟରୂମିରୁ ଜନ୍ଧ 
ଲଭି ଥାଏ ! ଜୟଦେବ ଦ୍ଵାଦଶ ଶତାବ୍ଦୀ ମଧ୍ୟ ଭାଗର ଲୋକ । ସେତେବେଳକୁ ଓଡ଼ିଶାରେ ରାଧାଙ୍କ ଜନ୍ମ 
ହୋଇ ନାହିଁ । ଓଡ଼ିଶାର କୌଣସି ପ୍ରାଚୀନ ମନ୍ଦିରରେ, ଯଥା-ରେମୁ ଣା, ସାକ୍ଷୀଗୋପାଳ ପ୍ରଭୃତିରେ 
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ରାଧା ନାହାରି । ଲକ୍ଷ - ନାରାୟଣ ହିଁ ଆରାଧ୍ୟ ଦେବତା ! ଏକାଦଶ ଶତାଦ୍ଦୀର ଶେଷ ଭାଗରେ ବୃନ୍ଦାବନ 
ନିବାସୀ ଜଣେ ଆନ୍ଧ୍ର ପଶ୍ତିଚ ନିମ୍ବାର୍କ ପ୍ରଥମେ କୃଷ୍ଣଙ୍କର ହୁଦିନୀ ଶକ୍ତି ରୂପେ ରାଧାଙ୍କୁ ଆବିଷ୍କାର 
କରିଥଲେ | ନିମ୍ବାର୍କ ଜୟଦେବଙ୍କ ପୂର୍ବସୂରୀ । ରାଜୂ ଓ ଗୌଡ଼ ବଙ୍ଗରେ ଶ୍ରୀରାଧାଙ୍କ ଅବତାରଣା ମଧ୍ଯ 
ପୂର୍ବରୁ ହୋଇ ସାରି ଧୀରେ ଧୀରେ ପ୍ରସାର ଲାଭ କରୁଥ୍ରା | ତେଣୁ ଗୌଡ଼ ବଙ୍ଗର ଅଧ୍ପତି ଲକ୍ଷ୍ମଣ 
ସେନ୍‌ ଙ୍କ ସଭା କବି ଜୟଦେବ ରାଧାକୃଷ୍ଣଙ୍କ ପ୍ରେମଲୀନାକୁ ଆଶ୍ରୟ କରି ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍‌ଲେ, 
ଯେଉଁଥଅ୍‌ରେ ଦୈହିକ ମିଳନ ସଂଭୋଗ ସହିତ ନୂତନ ପ୍ରେମ ଭକ୍ତି ଧର୍ମର ସଂଯେ।ଗ ପ୍ରତିଷ୍ଠା 
କରାଯାରଥ୍ଲା । ଦୃ।ଦଶ ଶତାବ୍ଦୀରେ ଓଡିଶାର ଧର୍ମ ଜଗତରେ କାମ ଓ ପ୍ରେମର ଏଭଳି ଚିତ୍ର ବିରନ । 
ତେଣୁ କାମ ଓ ପ୍ରେମର କବି ଜୟଦେବ ଓଡ଼ିଅ। ହେବେ କିପରି ? 


‘Masterpieces of Indian literature’ 9୨ୟ ଭାଗରେ କପିଳ ବାତସ୍ସାୟନ ଜୟଦେବଙ୍କ 
ସଂପର୍କରେ ଲେଖ୍‌ଛଚି- “The Gitagovinda, sometimes known as Mahakavya 
and sometimes as ‘Laghukavya’, is attributed to Jayadeva, a poet, who 
was born either in Bengal or in Orissa (possibly, the latter) in the 12th 
century. The poem marks the culmination of the classical Sanskrit 
poetry and heralds the advent of literature and poetry in many regional 
languages in India.” (p-1163) 


ଜୟଦେବ ବଙ୍ଗଦେଶରେ ନୁହେଁ; ଖୁବ୍‌ ସମ୍ଭବତଃ ଓଡ଼ିଶାରେ ଜନ୍ଧ ହୋଇଥ୍‌ଲେ ବୋଲି ସୂଚନା 
ଦେଇ ‘ଗୀତଗୋବିନ୍ଦ ଅନ୍ୟ ଆଞ୍ଚଳିକ ଭାରତୀୟ ଭାଷାରେ ଗୀତି କାବ୍ୟ ରଚନା ଲାଗି ପ୍ରେରଣାର ଉତ୍ସ 
ହୋଇ ରହିଥ୍ଲା ବୋଲି ସେ ଉଲ୍ଲେଖ କରିଛି । 


ଜୟ ଦେବ ଯେ ଓଡ଼ିଶାର କବି; ଅନ୍ୟ ବହୁ ଓଡ଼ିଆ କବିଙ୍କ ଭଳି ସଂସ୍କୃତ ଭାଷାରେ ସେ କାବ୍ୟ 
ରଚନା କରି ଥ୍୍‌ଲେ; ଏଇଭଳି ବିଶ୍ଵ।ସ ଅଣଓଡ଼ିଆ ସାହିତ୍ୟ ସମ।ଲୋଚକମାନଙ୍କ ମନରେ ସ୍‌ ଷ୍ବି ହେବାର 
ଯଥେଷ୍ଟ ଯୁତ୍ତି ରହିଛି । 


ପ୍ର ଅମେ ସଢ୍ଚିବାବ୍ୂଙ୍କ ଯୁ ୍ତି କଥା ବିଚାର କରାଯାଉ । ସେ ତାଙ୍କ ପ୍ରବନ୍ଧରେ ସ୍ବୀକାର କରି ଛନ୍ତି ଯେ 
ବଙ୍ଗର ରାଜା ଲକ୍ଷଣ ସେନ୍‌ ବଙ୍ଗାଳି ନଥ୍ଲେ | ସେନ୍‌ ବଂଶୀୟ ସମ୍ପ ।ଟମାନେ ଦାକ୍ଷି ଶାତ୍ୟ ( କର୍ଣ୍ଣାଟକ ) ରୂ 
ଆସି ବଙ୍ଗଳାରେ ଏକ ସାମନ୍ତ ରାଜ୍ୟ ସ୍ଥାପନ କରିଥଲେ । ତେଣୁ ଅଣ- ବଙ୍ଗାଳି ରାଜ ସଭାରେ ଯେଉଁ 
ସଂସ୍କୃତ କବିମାନେ ଥ୍ଲେ ସେମାନେ କନ୍ନଡ କିମ୍ବ। ଓଡ଼ିଆ ନ ହୋଇ ନିଃସ ନ୍ଦେହରେ ବଙ୍ଗାଳି ହୋରଥ୍‌ ବେ 
କାହିଁକି ? 

ଦ୍ଵିତୀୟତଃ ଏକାଦଶ ଶତାଦ୍ଦୀର ଜଣେ ଆନ୍ଧ୍ରପ୍ର ଦେଶବାସୀ ପଡ୍ଚି ତ ନିମ୍ବାର୍କ ବୃନ୍ଦାବନ ଅବସ୍ର।ନ 
କାଳରେ କୃଷ୍ଣଙ୍କର ହୁାଦିନୀ ଶର୍ତି ଭାବରେ ରାଧାଙ୍କୁ ଆବିଷ୍କାର କରି, ସେହି ରାଧା-କୃଷ୍ଣ ପ୍ରେମତର୍ସ 
ଗୌଡ଼ ଦେଶରେ ପ୍ରଚାର କରି ଥ୍ଲେ; ଓଡ଼ିଶାରେ ସେ ତତ ପ୍ରଚାରିତ ଓ ପ୍ରସାରିତ ହୋଇ ନଥ୍‌ ଲା ବୋଲି 
କିପରି କୂହାଯାଇ ପାରିବ ? ନିମ୍ବାର୍କ ଯଦି ଗୌଡବାସୀ ହୋଇ ଥାଆନ୍ତେ, ତାହା ହେଲେ ସେଭଛି 
ଅନୁମ।ନର କିଛି ସାରବରା ଥାଆନ୍ତା; କିଳୁ ସେ ଆନ୍ଧୁର ଲୋକ । ସେ ବୃନ୍ଦାବନରୁ ସ୍ଵ ଦେଶକ୍ୂ ଫେରିଲା 
ବାଟରେ ଓଡ଼ିଶାରେ ଅବସ୍ର।ନ କରି ରାଧା-କୃଷ୍ଣ ପ୍ରେମତର୍ସ ବ୍ୟାଖ୍ୟା କରି ନଥ୍‌ବେ, ଏ କଥା କିଏ କହି 
ପାରିବ ? 
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ଚୋଳଗଙ୍ଗଙ୍କ ଶାସନ କାଳରୁ ହିଁ ଓଡିଶାରେ ବୈଷ୍ଣବ ଧର୍ମର ପ୍ରସାର ଲାଭ କରି ଥ୍‌ ଲା । ଏକାଦଶ - 
ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀର ଏହି ଦିଗ୍‌ ବିଜୟୀ ସମ୍ପ।ଟ ପରମ ବୈଷ୍ଣବ ଭାବରେ ଆଖ୍ୟାୟିତ ହୋଇଥ୍‌ଲେ | ତାଙ୍କରି 
ଶାସନ କାଳରେ ଦକ୍ଷିଣ ଦେଶମାନଙ୍କରୁ ବୈ ଷ୍ବ ଧର୍ମ ପ୍ରଚାରକ ଆଚାର୍ଯ୍ୟ ରାମାନୁଜ ବିଷ୍ଣୁ ସ୍ବାମୀଙ୍କ 
ଭଳି ନିମ୍ବାର୍କ ମଧ୍ଯ ପୁରୂଷେ।ରମ କ୍ଷେତ୍ରକୁ ଆସି ନିଜ ନିଜ ମଠ ସ୍ଥ।ପନ କରିଥ୍‌ଲେ ! ତେଣୁ ତାଙ୍କ ପ୍ରଚାରିତ 
ରାଧାକୃଷ୍ଣ ପ୍ରେମତତ୍ତ୍ର ଦ୍ଵାରା ପ୍ରଭାବିତ ହୋଇ ଜୟଦେବ ' ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍ବା ଅଧ୍କ 
ଯୁକ୍ତିଯୁକ୍ତ ମନେ ହୁଏ । 


. ଶେଷରେ କୁହାଯାଇ ଛି- ଜୟଦେବ ପ୍ରେମ ଓ କାମ ଭାବନାର ମହାକବି । ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀ ବେଳକୁ 
ପ୍ରେମ ଓ କାମ ଭାବନା ଓଡ଼ିଆ ସଂସ୍କୃତିକୁ ସ୍ପର୍ଶ କରି ନଥ୍ଲା |! ତେଣୁ ଜୟଦେବ ଓଡ଼ିଆ ହୋଇଥ୍ଲେ 
ଏଭଳି ଗୀତି କାବ୍ୟ ରଚନା କରି ନଥାନ୍ତେ । ଏଭଳି ଚିନ୍ତା ଭାବନା କିପରି ଅମୂ ଜକ, ତାହା ତ୍ରୟୋଦଶ 
ଶତାବ୍ଦୀରେ ନିମିତ କୋଣାର୍କ ମନ୍ଦିର ଗାତ୍ରରେ ଉତ୍କୀର୍ଣ୍ଠ ମିଥୁନ ମୂରି ଦେଖ୍ଲେ ସୃ ଷ୍ଠ ହୋଇଯାଏ । 
ତାଳପତ୍ର ପେୋଥ୍‌ରେ ଲୁହାର ଲେଖନୀରେ ଜୟଦେବ ଯେପରି ପ୍ରେମ ଓ ସଂଭୋଗର ଲଳିତ ପଦାବଳୀ 
ରଚନା କରିଥ୍‌ ଲେ, କୋଣାର୍କ ମନ୍ଦିରର ଶି ଜାଖଣ୍ଡରେ ନିହଣ ମୂ ନରେ ଓଡ଼ିଆ ଶି ନଜ୍ରୀ ତଦୁପ କାମୋଦ୍ଦୀପକ 
ମୂରି ମାନ ଗଢି ଯାଇଛନ୍ତି । କାଳର କ୍ଷୟକାରୀ ପ୍ରଭାବକୁ ଉପେକ୍ଷା କରି 'ଗୀତଗୋବିନ୍ଦଂର କାନ୍ତଟ କୋମଳ 
ପଦାବଜୀ ଆଜି ଯେପରି ସଂଗୀତ ଶି ଜ୍ୀମାନଙ୍କ କଣ୍ଡରେ ଅନୂୁରଣିତ ହେଉଛି, ସେହିପରି ଭଗ୍ନ 
କୋଣାର୍କର ପାଷାଣ ଗାତ୍ରରେ ଅଳସ କନ୍ୟାମାନଙ୍କର ତରଜ ଚାହାଣି ଆଜି ସୁଦ୍ଧା ଲକ୍ଷ ଲକ୍ଷ ଦର୍ଶ କଙ୍କ 
ହୃଦୟରେ ଶି ହରଣ ସ୍‌ ଵ୍ଚି କରୁଛି । ତେଣୁ କୋଣାର୍କ ମନ୍ଦିରର ବିଶୁ ମହାରଣାମ।ନେ ଯେପରି ଓଡ଼ିଆ, 
‘ଗୀତଗୋବିନ୍ଦ ର କବିରାଜ ଜୟ ଦେବ ମଧ୍ଯ ସେଇଭଳି ଓଡ଼ିଆ । 


ବଙ୍ଗଳା ସାହିତ୍ୟର ଏଥି ତିହାସି କମା ନେ ଜୟଦେବଙ୍କୁ ନିଜର ବୋରି ଦାବି କରିବା ପଛରେ ରହିଛି 
ଷେ।ଡ଼ଶ ଶତାଦ୍ଦୀର ବଙ୍ଗାଳି କବି ବନମାଳି ଦାସଙ୍କ ରଚିତ ' ଜୟ ଦେବ ଚରିତ! କାବ୍ୟ । ଯଦି ବଙ୍ଗଳାର 
ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀର କବି ଜୟଦେବ ‘ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍‌ଲେ, ତାହା ହେଲେ ଷୋଡ଼ଶ 
ଶତାଦ୍ଦୀରେ ଶ୍ରୀ ଟୈତନ୍ୟଯ ପୁରୀ ଆସି ଲା ଆଗରୁ ସେ କାବ୍ୟର ନାମ ଶ୍ରବଣ କରି ନଥ୍‌ଲେ କିପରି ? 
ପୂରୀକୁ ଆସି ଜଗନ୍ନାଥ ମନ୍ଦିରରେ ‘ଗୀତଗୋବିନ୍ଦ ଗାନ କରାଯାଉଥ୍‌ବା ଶୁଣି ସେ ଜୟଦେବଙ୍କ 
ଆବିଶ୍ଠାର କରିଥ୍ଲେ । ସେହିପରି ରାୟ ରାମାନନ୍ଦଙ୍କ ଜଗନ୍ନାଥ ବଲ୍ଲଭ” ନାଟକ ଶୁଣି ସେ ମୁଗ୍ଧ 
ହୋଇଥ୍‌ଲେ । ତା' ପରଠାରୁ ‘ଗୀତ ଗୋବିନ୍ଦ ଏବଂ ରାୟରାମାନନ୍ଦ ହେଲେ ତାଙ୍କର ପ୍ରିୟ ସହଚର । ଏ 
ସଂପର୍କରେ “ ଚୈତନ୍ୟ ଚରିତାମୃ ତ' ରେ ଉଲ୍ଲେଖ କରାଯାଇଛି - 


“ ଚଣ୍ଡୀଦାସ ବିଦ୍ୟାପତି ରାୟେର ନାଟକ ଗୀତି 
ଜର୍ଣ୍ଣ।ମୃତ ଶ୍ର ଗୀତଗୋବିନ୍ଦ 

ସ୍ଵରୂପ ରାମା ନନ୍ଦ ସନେ ମହାପ୍ରଭୁ ରାତ୍ରି ଦିନେ 
ଗାୟ ଶୂନେ ପରମ ଆନନ୍ଦେ!” 


ଶ୍ରୀ ଚୈତନ୍ୟଙ୍କ ‘ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦ ପ୍ରୀତି ଲକ୍ଷ୍ଯ କରି ବଙ୍ଗୀୟ ମନୀଷୀମାନେ ଜୟଦେବଙ୍କ 
ବଙ୍ଗଳାର କବି ବୋଲି ଦାବି କରିବାକୁ ଆରମ୍ଭ କରିଥ୍‌ଲେ । ଶ୍ରୀଟୈ ତନ୍ୟଙ୍କ ତିରୋଧାନ ପରେ କବି 
ବନମାଳି ଦାସଙ୍କ ବଙ୍ଗଳା ଭାଷ।ରେ ରଚିତ ' ଜୟଦେବ ଚରିତ” ସେ ଦିଗରେ ପ୍ରଥମ ଉଦ୍ୟମ । ସେହି 
କାବ୍ୟରେ ବଙ୍ଗୀୟ କବି ବନମାଳି ଦାସ ପ୍ରଥମେ ଅଜୟ ନଦୀ ତୀରରେ ଥୁବା କେନ୍ଦୁବିଲ୍ଧ ଗ୍ରାମରେ 
ଜୟ ଦେବ ଜନ୍ମ ହୋଇଥ୍‌ଲେ ଏବଂ ତାଙ୍କର ସ୍ଟ ତି ଉପଲକ୍ଷ୍ୟେ ପ୍ରତିବର୍ଷ ସେଠାରେ ବୈଷ୍ଠବମାନଙ୍କ ଏକ 
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ମେଳା ବସେ ବୋଲି ଉଲ୍ଲେଖ କରି ଥ୍ଲେ । ସେହି ତଥ୍ୟ ଭିରିରେ ଡକ୍ସର ସୁ କୁମାର ସେନ୍‌ ପ୍ରମୂଖ ସାହିତ୍ୟ 
ସମ।ଲୋଚକମାନେ ବର୍ଗ ମାନ ବୀରଭୂମ ଜିଲା ଅଜୟ ନଦୀ ତଟସ୍ର କେନ୍ଦୁବିଲ୍ଧ ଗ୍ରାମରେ ଜୟଦେବ ଜନ୍ମ 
ହୋଇଥ୍‌ଲେ ବୋଲି ଉଲ୍ଲେଖ କରିଛନ୍ତି । 


ବଙ୍ଗନା ସାପ୍ରାହିକୀ ( ବର୍ଗ ମାନ ପାକ୍ଷି କ) ‘ ଦେଶ” ପତ୍ରିକାରେ ' ଗୀତଗୋବିନ୍ଦ ଜୟ ଦେବ ଓ ଏକ 
ଜନ ଗ୍ରାମ୍ୟ କବି ' ଶୀର୍ଷକ ପ୍ରବନ୍ଧରେ ଗତ ୧୯୯୫ ମସି ହାରେ ଗବେଷକ କୁରୂବିନ୍ଦ ଭଟ୍ଟାଚାର୍ଯ୍ୟ 
ଲେଖ୍‌ଥ୍ଲେ - ‘ବାସ୍ତବ ପକ୍ଷେ ବନମାଲି ଦାସେର ମାଧ୍ୟମେ ଆମରା ଚିନେଛି ଜୟଦେବ୍‌କେ, ଜୟଦେବ 
ଚିନିୟେ ଛେନ୍‌ ‘ଗୀତଗୋବିନ୍ଦ ।” ଅର୍ଥାତ୍‌ ଷୋଡ଼ଶ ଶତାଦୀ ପୂର୍ବରୁ ଜୟ ଦେବଙ୍କ ସଂପର୍କରେ ବଙ୍ଗବାସୀ 
ଅଞ୍ ଥ୍ଲେ । ବନମାରି ଦାସଙ୍କ ‘ଜୟଦେବ ଚରିତ ପଢ଼ି ସେମାନେ ପ୍ରଥମେ ତାଙ୍କ ବିଷୟରେ ଜାଣିଲେ ! 
ଅଥଚ ବନମାଳି ଦାସଙ୍କ କାବ୍ୟରେ ଏପରି ଅନେକ ପରସ୍ପର ବିରୋଧୀ କଥାର ଉଲ୍ଲେଖ ଅଛି, ଯାହା 
ପାଠ କଲେ ସେ ଲେଖାର ସତ୍ୟତା ସଂପର୍କରେ ସ୍ଵ ତଃ ସନ୍ଦେହ ଆସେ । 


ବନମାଳି ତାଙ୍କ ଚରିତ କାବ୍ୟରେ ଲେଖ୍‌ ଛନ୍ତି - “ଜୟଦେବ ଅଜୟ ନଦୀ ଗର୍ଭରୁ ଯେଉଁ 
ରାଧ।ମ।ଧବ ମୂରି ଉଦ୍ଧାର କରିଥ୍‌ଲେ, ତାକୁ ରାଜା ଲକ୍ଷ୍ମଣ ସେନ୍‌ ନୁହନ୍ତି, ବର୍ବମାନର ମହାରାଜା 
ମହାସମ।ରୋହରେ ସେ ବିଗ୍ରହ ପ୍ରତିଷ୍ଠା କରିଥ୍‌୍ଲେ ! ଅର୍ଥାତ୍‌ ଜୟଦେବ ଥ୍ଲେ ବର୍ଵମାନ ମହାରାଜାଙ୍କ 
ସଭା କବି, ଲକ୍ଷଣ ସେନ୍‌ଙ୍କ ରାଜସଭାର ପଞ୍ଚରତ୍ଵଙ୍କ ମଧ୍ଯରୁ ଉନ୍ମନଳତମ ରତ୍ବ ନୂହନ୍ତି ! ସେଥ୍‌ ପାଇଁ 
ସମ୍ଭବତଃ ସେହି କାବ୍ୟର ଭୂମି କାରେ ପଶ୍ତି ତ ହରପ୍ର ସାଦ ଶାସ୍ତ୍ରୀ ଲେଖ୍‌ ଛନ୍ତି - ' 'ବନମାଲି ଦାସ୍‌ ଜାନ୍‌ତେନ 
ନା ଯେ, ଜୟଦେବେର ସମୟେ ବାଙ୍ଗଲା ସ୍ଵ।ଧୀନ୍‌ ଛିଲ ଏବଂ ସ୍ଵ।ଧୀନ ରାଜା ଲକ୍ଷ୍ଟଣ ସେ ନେର ସଭାୟ 
ଜୟ ଦେବେର ବିଲକ୍ଷଣ ପ୍ରତିପରି ଛିଲ । ବନମାଲି ଦାସେର ସମୟେ ବର୍ଵମାନେର ରାଜାଇ ବୋଧ ହୟ 
ବଡ଼ ରାଜା ଛି ଲେନ୍‌, ତାର ଲେଖକ ତାକେ ଜୟଦେବେର ପ୍ରଧାନ ସହାୟ ହିସେବେ ଉଲ୍ଲେଖ 
କରେଛେନ । 


ସ୍ଵ ତଃ ମନରେ ସଂଦେହ ଜାତ ହେଉଛି ଯଦି ବନମାଳି ଦାସ ମୂ କରୁ ଜୟଦେବ ବଙ୍ଗଳାର କେଉଁ 
ରାଜାଙ୍କ ରାଜ ସଭାର କବିଥ୍ଲେ ବୋଲି ସଠିକ୍‌ ଜାଣି ନଥ୍‌ ଲେ, ତେବେ ତାଙ୍କ ରଚିତ କାବ୍ୟରେ 
ଜୟଦେବଙ୍କ ଘର ଠିକଣା ସଂପର୍କରେ ଯାହା ଉଲ୍ଲେଖ ଅଛି, ତାହା କେତେ ଦୂର ବିଶ୍ଵ।|ସ ଯୋଗ୍ୟ ? 


ବନମାଳି ' ଜୟଦେବ ଚରିତ” ରେ ଜଗନ୍ନାଥଙ୍କ ପ୍ରସଙ୍ଗ ମଧ୍ୟ ଉଲ୍ଲେଖ କରି ଛନ୍ତି । ତାଙ୍କ ବର୍ଣ୍ଣନା 
ଅନୁସାରେ ଦକ୍ଷିଣ ଦେଶରେ ଜଣେ ବ୍ରାହ୍ମଣ ଥ୍ଲେ ¦ ବହୁଦିନ ପର୍ଯ୍ୟନ୍ତ ତାଙ୍କର କୌଣସି ସନ୍ତାନ ସନ୍ତତି 
ହେଉ ନଥ୍‌ଲେ ! ସେ ସସ୍ତୀକ ଶ୍ରୀକ୍ଷେତ୍ର ଆସି ଜଗନ୍ନାଥ ଦେବଙ୍କ ପାଖରେ ପ୍ର।ର୍ଥନା କଲେ | ତାଙ୍କର 
ପ୍ରାର୍ଥନା ଥ୍ଲା, ଯଦି ଜଗନାଥଙ୍ କୃପାରୁ ତାଙ୍କର ପୂଅ ହୁଏ , ତାହାହେଲେ ସେ ତାକୁ ଜଗନ୍ନାଥଙ୍କ ସେବକ 
ଏବଂ କନ୍ୟା ହେଲେ ସେ ତାକୁ ଜଗନ୍ନାଥଙ୍କ ପାଖରେ ସମର୍ପଣ କରି ଦେବେ । ରାତିରେ ତାଙ୍କ ଜଗନ୍ନାଥଙ୍କ 
ସ୍ବ ପ୍ଵ।ଦେଶ ହେଲା- 


ବଡ କେନ୍ଦୁ ବିଲ୍ଳ ନାମେ ଏକ ଗ୍ରାମ 

ଅଜୟ ନଦୀର ଧାରେ ମୋର ଏକ ଧାମ । 

ପୂରାତନ ସେଇ ତୀର୍ଥ ଏବେ ଲୁପ୍ତ ହରଲ 

ତାହାର ମହିମା କିଛୁ ଲୋକେ ନା ଜାନିଲ। 
ସେହି ହେତୁ ସେଇ ଧାମ ଉଦ୍ଧାର ଲାଗିୟା 
ମୋର ଅଂଶେ ଦ୍ଵିଜ ରୂପେ ଜନୁନିଲ ଗିୟା | 
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ଜୟଦେବ ନାମ ତା'ର ନବୀନ ଯୌବନ 
ହରି ନାମେ ମତ୍ତ ସଦା ଅଷ୍ପି ଳ ଲୋଚନ । 
XXXXX 
ପଦ୍ୟ ବତୀ କନ୍ଯା ଲୟେ ତାରେ ଦାନ କର 
ତେବେ ସେ ସନ୍ତୋଷ ହୟ ମୋର କଲେବର । 


ଜଗନ୍ନାଥ ମହାପ୍ର ଭୂ ଜୟ ଦେବଙ୍କ ଜନ୍ଧସ୍ଥ।ନ ବଙ୍ଗ ଦେଶରେ ପ୍ରବାହିତ ଅଜୟ ନଦୀ ତୀରସ୍ର କେନ୍ଦୁବିନ୍ଧ 
ଗ୍ରାମ କଥା ସ୍ବପ୍ନରେ କହିଥ୍‌ଲେ କି ପୁରୀ ପ୍ରାଚୀ ନଦୀ ତଟସ୍ୂ କେନ୍ଦୁବିଲ୍ବ ଗ୍ରାମ କଥା କହିଥ୍ଲେ, ସେ 
କଥା ଜାଣି ବା କଷ୍ଟ । କିନ୍ଧୁ ଏ କଥା ସ୍ପ ଷ୍ଟ ସେ ଏଭଳି ଏକ ଗ୍ର।ମର ନାମ କହିଥ୍ଲେ, ଯେଉଁଠି ପ୍ରାଚୀନ 
କାଳରେ ଜଗନ୍ନାଥଙ୍କ ମାହାତ୍ସ୍ୟ ପ୍ରଚାର କଲା ଭଳି କୌଣସି ତୀର୍ଥ ଥ୍ଲା । ବଙ୍ଗ ଦେଶର ଅଜୟ ନଦୀ 
କୂଳରେ ଅତୀତରେ କୌଣ ସି ଜଗନ୍ନାଥ ତୀର୍ଥ ଥ୍ବାର ପ୍ରମାଣ ନାହିଁ; କିମ୍ବା ଜୟଦେବଙ୍କ 'ଗୀତଗୋବିନ୍ଦଂ 
ରଚନା ପରେ ସେଠାରେ କୌଣସି ଜଗନ୍ନାଥ ମନ୍ଦିର ନିମି ତ ହୋରନାହିଁ । ଅଥଚ ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀ ବେଳକୂ 
ଓଡିଶାରେ ସର୍ବତ୍ର ଜଗନ୍ନାଥ ଧର୍ମର ପ୍ରଚାର ହୋଇଥଲା । ପ୍ରାଚୀ ନଦୀ ପାଖ କେନ୍ଦ୍ରବିନ୍ଧ ଗ୍ରାମ ପାଖରେ 
ମହାକବିଙ୍କ ସ୍ଵ ତି ରକ୍ଷା ପାଇଁ ଯେଉଁ “ଶ୍ରୀ ଜୟଦେବ ସଂଗ୍ରହାଳୟ”? ନିମିତ ହୋରଛି, ସେଠାରେ 
ଇକ୍ଷ୍ଟୀ - ମାଧ ବଙ୍କ ଏବଂ ଶଙ୍ଗ , ଚକ୍ର, ଗଦା, ପଦୃଧାରୀ ମୁଗୁନି ପଥରରେ ନିର୍ମିତ ମାଧବ ମୂରି ସଂରକ୍ଷିତ 
ହୋଇ ରହିଛି । ଜଗନାଥ ଏଠାରେ ଚତୁର୍ତୁ ଜ ମାଧବ ଭାବରେ ପୂଜିତ ହେଉଥ୍‌ଲେ ବୋଲି ବିଶ୍ଵାସ 
କରାଯାଏ । ତେଣୁ ଜୟ ଦେବ ଯେ ଅଜୟ ନଦୀ ତଟ କେନ୍ଦୁବିଲ୍ବ ନୁହେଁ; ପ୍ର।ଚୀ ନଦୀ ତୀର କେନ୍ଦୁବିନ୍ନ 
ଗ୍ର।ାମରେ ଜନ୍ଧ୍‌ ହୋରଥ୍‌ଲେ, ତାହା ନିଃସ ନ୍ଦେହରେ କୁହାଯାରପାରେ ! 


ବନମାଳି ଦାସଙ୍କ ବର୍ଣ୍ଣନା ଉପରେ ନିର୍ଭର କରି ଡକ୍ସର ସୂ କ୍ରମାର ସେନ୍‌ ବୀରଭୂମ କେନ୍ଦୁବିନ୍ଧ 
ଗ୍ର।ମରେ ପ୍ରତିବର୍ଷ ଯେଉଁ ବୈଷ୍ଣବ ମେନା ହୁଏ ବୋଲି ଉନ୍ତେଖ କରିଛନ୍ତି, ବାସ୍ତବରେ ତାହା 
'ବାଉଲମେଳା' । ବାଉଲ ବୈ ସ୍ତବମାନେ ରାଧାକୃଷ୍ଣ ପନ୍ଥୀ ନୁହନ୍ତି । ' ବାଲାଂର ଲୋକ ସଂସ୍କୃତି ଗ୍ରନ୍ଥରେ 
ଆଶ୍‌ ତୋଷ ଭଟ୍ଟାଚାର୍ଯ୍ୟ ବାଉଲମ।ନଙ୍କ ସଂପର୍କରେ ଲେଖ୍‌ ଛନ୍ତି - ' 'ବାଉଲ ବାଂଲାରର ଏକ୍‌ଟି ଧର୍ମ 
ସଂପ୍ରଦାୟ | ବିଭିନ୍ନ କ୍ଷେତ୍ର ଥେକେ ତା'ର ଧର୍ମୀୟ ଉପାଦାନ ଗୃହୀତ ହୟେଛେ, ଯେମନ ବୌଦ୍ଧ ଧର୍ମ, 
ଯୌଗିକ ଧର୍ମ, ହିନ୍ଦୁ ଧର୍ମ ଏବଂ ଏମନ୍‌ କି ମୁସଲମାନ ଧର୍ମ । ମଧ୍ୟ ଯୁଗେର ଶେଷ ଭାଗେ ଏର 
ଧର୍ମେର ଉତ୍ତବ ହୟେଛେ । × × × ବାଉଲ୍ରା କୋନ ବିଚ ହେର ଉପାସନା କରେ ନା, କୋନ 
ଦେବଦେବୀ ଓ ତାଦେର ଉପାସ୍ୟ ନୟ ।”? ତେଣୁ ବୀରଭୂମ କେନ୍ଦୁବିନ୍ଧରେ ପ୍ରତିବର୍ଷ ଯେଉଁ ବାଉଲ 
ବୈ ଷ୍ପବମାନଙ୍କ ମେଳା ବସେ, ସେ ମେଳା ସହିତ ରାଧା-କୃଷ୍ଣ ପ୍ରେମ ଲୀନାର ମାଧୁର୍ଯ୍ୟ ମଶ୍ତିତ 
ଗୀତିକାବ୍ୟ ଗୀତଗୋବିନ୍ଦ ଓ ତା'ର କବି ଜୟଦେବଙ୍କର ଯେ କୌଣସି ସଂପର୍କ ନାହିଁ; ଏହା 
ନିଃସନ୍ଦେହ । 


ଜୟ ଦେବ ଉତ୍କଳର କେନ୍ଦୁବିଲ୍ବ ଗ୍ର।ମରେ ଜନ୍ଧ ହୋଇ ପୁରୁ ଷେ।ରମ କ୍ଷେତ୍ରରେ ଜଗନାଥଙ୍କୁ 
ଉପାସନା କରି ‘ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍‌ବା କଥା ମୈ ଥ୍ଳୀ ପଶି ତ ଚନ୍ଦ୍ରଦର ତାଙ୍କ ସଂସ୍କୃତ କାବ୍ୟ 
' ଭକ୍ତମାଳା' ଠାରୁ ଆରମ୍ଭ କରି ଉତ୍କଳୀୟ କବି ରାମଦାସ ଓଡିଆ ଭାଷାରେ ରଚିତ ଦାର୍ଡ଼୍ୟତାଭକ୍ତି ରେ 
ବର୍ଣ୍ଣ ନା କରି ଯାର ଛଚ୍ତି । ଡକ୍ସର ସଚ୍ଚି ଦାନନ୍ଦ ରାଉତରାୟ ଯଥାର୍ଥରେ କହିଛନ୍ତି, ସାହିତ୍ୟ ଏକ ବିଛିନନ 
ମାନସିକ କ୍ରିୟା ନୁହେଁ । ଏହା ନିର୍ଦ୍ଦିଷ୍ଟ ଏହି ତିହାସି କ ପଟ୍ଟଭୂମିରୁ ଜନ ଲଭିଥାଏ । ଓଡ଼ିଶାର ଭୌମ କର 
ରାଜବଂଶ ଶାସନ କାଳରେ ବୌଦ୍ଧ ଧର୍ମର ପ୍ରଭାବ କ୍ଷୟ ପ୍ରାପ୍ତି ହୋର ଶୈ ବ ଓ ଶାକ୍ତ ମତବାଦ ପ୍ରତିଶ୍ରିତ 
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ହୋଇଥଲା । ପୂଣି ଚୋଡ଼ଗଙ୍ଗ ଦେବଙ୍କ ରାଜତ୍ଵରେ ଜଗନ୍ନାଥ ମନ୍ଦିର ନିର୍ମାଣ ଓ ବୈଷ୍ଣବ ଧର୍ମର ପ୍ରସାର 
ପାର୍ରଁ ଅନୁକୂଳ ପରି ବେଶ ସ୍ଵ୍ଠି ହୋରଥ୍‌ଲା । ସେହି ସୁଯୋଗରେ ଦକ୍ଷିଣ ଦେଶମାନଙ୍କରୁ ଆଚାର୍ଯ୍ୟ 
ରାମାନୁଜ ଓ ନିମ୍ବାର୍କ ପ୍ରମୁଖ ଭିନ୍ନ ଭିନ୍ନ ପନ୍ଧାବଲମ୍ବୀ ବୈଷ୍ଣବ ଧର୍ମ ପ୍ରଚାରକମାନେ ଆସି ପୂରୁଷେୋରମ 
କ୍ଷେତ୍ରରେ ମଠ ସ୍ଥ।ପନ କରିଥ୍ଲେ । ନିଜ ଆଧ୍ଯାତ୍ବିକ ଭାବନାର ପ୍ରଚାର କରି ଥ୍ଲେ । ଜୟଦେବ ନିମ୍ବାର୍କଙ୍କ 
ରାଧାକୃଷ୍ଣ ପ୍ରେମତର୍ଵରେ ପ୍ରଭାବିତ ହୋର ‘ଗୀତଗୋବିନ୍ଦ ରଚନା କରି ଥ୍‌୍ବା ସମ୍ଭବ । ମାଦଳା ପାଞ୍ଚର 
ତଥ୍ୟ ଅନୁସାରେ ଦ୍ଵିତୀୟ ନରସି ଂହ ଦେବ ୧୨୭୮ - ୧୩୦୯ ପର୍ଯ୍ୟନ୍ତ ଓଡିଶାରେ ରାଜତ୍ଵ କରୂଥ୍ଲେ । 
ସେ ପ୍ରଥମେ ପୂରୀ ମନ୍ଦିରରେ ଗୀତଗୋବିନ୍ଦ ଗାନ କରିବା ପାଇଁ ଆଦେଶ ଦେଇଥ୍‌ଲେ ! ଷୋଡ଼ଶ 
ଶତାଦ୍ଦୀ ଆରମ୍ଭରେ ଶ୍ରୀଚୈତନ୍ୟ ପୁରୀ ଆସି ବଡ଼ ଦେଉଳରେ ଗୀତଗୋବିନ୍ଦ ଆବୃରି କରାଯାଉଥ୍‌ବା 
ରକ୍ଷ୍ୟ କରିଥଲେ । ତେଣୁ ଏିତିହାସି କ ପୃଷ୍ଠଭୂମିରେ ଦେଖ୍‌ ବାକୁ ଗଲେ ଜଗନ୍ନାଥ ଉପାସକ ଜୟଦେବ 
ଥ୍ଲେ ଉତ୍କଳୀୟ ଏବଂ ତାଙ୍କର ଅମନିନ କାବ୍ୟ କୀରି ‘ଗୀତଗୋବିନ୍ଦ ମନ୍ଦିରରେ ନିୟମିତ ଗାନ 
କରାଯାଉଥ୍ରା । 


କେବଳ ଏତି ହାସିକ କିମ୍ବା ଧାମିକ ପରଂପରା ଦୃଵ୍ଧିରୁ ନୂହେଁ, ଉତ୍କଳର ସାଂସ୍କୃତିକ ଏବଂ 
ସାହିତିୟକ ପରଂପରା ଦୃଷ୍ଟିରୁ ମଧ୍ଯ ଜୟଦେବ ଓଡ଼ିଆ ଥ୍ଲେ ବୋଲି ସୃ ର୍ଗତଃ ଭଗବାନ ପତି ପ୍ରମାଣ 
କରି ଯାର ଛନ୍ତି । ସହକାର” ୧୦ମ ଭାଗ ଷଷ୍ଠ, ସପ୍ମ ଓ ଅଷ୍ଟମ ସଂଖ୍ୟାରେ ପ୍ରକାଶିତ ତାଙ୍କ ' ଜୟଦେବ 
ଓ ଗୀତଗୋବିନ୍ଦ ଶୀର୍ଷକ ଧାରାବାହିକ ପ୍ରବନ୍ଧରେ ସେ ଦୂଇଟି କାରଣରୁ ଜୟଦେବ ବଙ୍ଗାଳି ନୂ ହନ୍ତି; 
ଓଡ଼ିଆ ବୋଲି ମତବ୍ୟକ୍ତ କରି ଯାଇଛନ୍ତି । ସେ ଲେଖ୍‌ ଛନ୍ତି- “ ଗୀତ ଗୋବିନ୍ଦ ଂରେ କବିତାର ଯେଉଁ 
ରଚିତ ମାଧୂରୀ ବିକଶିତ ହୋଇଛି, ଗୋଟାଏ ଦେଶର ବା ଜାତିର ସାହିତ୍ୟ ସଂପଦରେ କିମ୍ବ। 
ମାନସି କତାରେ ତାହାର ଆବତ୍ଵ ପ୍ର କାଶ ଅବଶ୍ୟ ଦିନ ଅଧକର କଥା ନୁହେଁ - ଯୁଗ ଯୁଗ ସଞ୍ତ ସାଧନାର 
ପରଂପରାରେ, ପୂରୁଷାନୁକ୍ରମି କ ପ୍ର ଚେଷ୍ଟା ଫଳରେ ଯେ ତାହାର ଭୂୟୋବି କାଶ ସମ୍ଭବପର ହୁଏ, ଏହା 
ସମସ୍ତେ ମୁ ନ୍ତ କଣ୍ଡରେ ସ୍ଵୀକାର କରି ବେ । ବଙ୍ଗ ଦେଶରେ ଜୟ ଦେବଙ୍କ ପୂର୍ବରୁ ବା ପରେ ସଂସ୍କୃତ 
ସାହିତ୍ୟରେ ସେ ପରି କୌଣସି କବିତାର ସ୍‌ ଵ୍ଚି ସମ୍ଭବପର ହୋଇନାହିଁ ବା ସେପରି କୌଣସି କାନ୍ତ କବି 
ଜନ୍ମ ହୋର ନାହାନ୍ତି । ଦକ୍ଷି ଣ। ପଥର କାନ୍ତକବି ଶଙ୍କର ଓ ମହାତ୍ସା ବିନ୍ଧ ମଙ୍ଗଳ ଜୟ ଦେବଙ୍କ ପୂର୍ବବର୍ଭୀ । 
ସେମାନଙ୍କ କବିତାରେ ଯେଉଁ କମନୀୟ ରାକିତ୍ୟର ପ୍ର।ଥମି କ ବିକାଶ ଜଳଦ ବିଜଡ଼ିତ ଚନ୍ଦ୍ରିକାବତ୍‌ କ୍ଷୀଣ 
ଅଥଚ ଅସ ଷ୍ଟ ରଶ୍ତି ରେଖା ବିକିରଣ କରିଥ୍‌ ଲା, ପରବର୍ଗୀୀ କାଳରେ ଉକ୍ସଜୀୟ ମହାକବି ଜୟଦେବଙ୍କ 
କବିତାରେ ତାହାର ବହି ରାବରଣ ଉନ୍ମୋଚିତ ହୋଇଯାଇଛି ! × × × ଜୟଦେବଙ୍କ ପରବର୍ରୀ ଏବଂ 
ଟୈତନ୍ୟଙ୍କ ସମ ସାମୟି କ ଉକ୍ରଳରେ କରଣକୂଜତିଜକ ରାୟ ରାମାନନ୍ଦଙ୍କ ରଚିତ ‘ଜଗନ୍ନାଥ ବଲ୍ଲଭ' 
ନାଟକରୁ ଜୟ ଦେବଙ୍କ ପ୍ରବର୍ରିତ ସେହି ସାଧନା ପରିପୁଷ୍ଟ ହୋଇଥ୍‌ ବାର ସ୍ଵ ଝଷ ଜଣା ପଡେ ।' 


' ଜଗନାଥ ବଲୁଭ” ନାଟକର ପ୍ର ଥମ ଅଙ୍କରୁ କେତୋଟି ପଂଚ୍ି ସ୍ବର୍ଗତଃ ପତି ତାଙ୍କ ପ୍ର ବନ୍ଧରେ ଉଦ୍ଧାର 
କରି ଛନ୍ତି । ଯଥା- 
*“ମୃଦୂତର ମାରୂତ ବେଲ୍‌ତ ପଲୁବ 
ବଲ୍୍‌ୀ ବଳୟିତ ଶି ଖ୍ତଂ 
ତିଳକ ବି ଡ଼ନ୍ବିତ ମରକତ ମଣି ଚଳ 
ବିନ୍ବିତ ଶଶଧର ଖଶ୍ଡଂ | 
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ଯୁବତୀ ମନୋହର ବେଶଂ 
କଳୟ କଳା ନିଧ୍ମିବ ଧରଣୀ-ମନୁ 
ପରିଣତ ରୂପ ବିଶେଷଂ !' 

‘ଜଗନ୍ନାଥ ବଲୁତ' ନାଟକରେ ଏହି ପଂକ୍ତି ସହିତ ‘ଗୀତଗୋବିନ୍ଦ ର ଅପୂର୍ବ ସାଦୃଶ୍ୟ ଦର୍ଶାର 
ସ୍ବର୍ଗତଃ ପତି ଏହାକୁ ଦ୍ଵିତୀୟ ‘ଗୀତଗୋବିନ୍ଦ ବୋଲି ମତବ୍ୟକ୍ତ କରିଛନ୍ତି । ସେହିପରି ଓଡ଼ିଶାର ସଂସ୍କୃତ 
ଆଳଙଂକାରିକ ବିଶ୍ଵ ନାଥ କବି ରାଜଙ୍କ ' ସାହିତ୍ୟ ଦର୍ପଣ ଗ୍ର ଛର ଦଶମ ପରି ଛ୍ଛେଦରେ ନିଶ୍ଚୟ” ଅଳଂକାରର 
ଉଦାହରଣ ସ୍ଵରୂପ ' ଗୀତଗୋବିନ୍ଦ ତୃତୀୟ ସର୍ଗ ଏବଂ ବୃର୍ୟାନୁପ୍ର।ସ ଅଳଂକାରର ଉଦାହରଣ ରୂପେ 
‘ଗୀତଗୋବିନ୍ଦ ପ୍ରଥମ ସର୍ଗର ଶ୍ଲେକ ଉଲ୍ଲେଖ କରିଥ୍‌ବା କଥା ସେ ଦର୍ଶାରଛନ୍ତି । 


ଓଡ଼ିଶାରେ ସଂସ୍କୃତ କାବ୍ୟ, ନାଟକ, ଅଳଂକାର ଶାସ୍ତ୍ରର ବିକାଶ ଧାରାରେ ' ଗୀତଗୋବିନ୍ଦ ଏକ 
ଗୁରୁତ୍ବପୂର୍ଣ୍ଣ ସ୍ଥ ନର ଅଧ୍‌ କାରୀ । ସେହି ବିକାଶ କ୍ରମର ଆଦ୍ୟ ବିନ୍ଦୁରେ 'ଗୀତଗୋବିନ୍ଦୀକୁ ଯଦି 
ରଖାଯାଏ, ତାହାହେଲେ ଶୀର୍ଷ ବିନ୍ଦ୍ରରେ କବି “ସୂର୍ଯ୍ୟଙ୍କ କିଶେ।ର ଚନ୍ଦ୍ରାନନ୍ଦ ଚମୂ ' ' କୁ ସ୍ଥ।ପନ 
କରାଯାଇପାରେ ! ଗୀତଗୋଗବି ନ୍ଦର ଆଧ୍ଯାତ୍ସିକ ଭାବନା, ଶ୍‌ଙଂରୀଚେତନା ଏବଂ ସାଂଗ୍ୀତିକତା ମୃଦୁ 
ସମୀରଣ ଭଳି ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀରୁ ପ୍ରବାହିତ ହୋଇ ଅଷ୍ଟାଦଶ ଶତାଦ୍ଦୀର ବୈଷ୍ଣବ କାବ୍ୟକୂ ହିଲ୍ଲୋଳିତ ଓ 
ପଲୁବିତ କରିଛି । ସେହି ଛଅ ଶହ ବର୍ଷ ବ୍ୟାପୀ ଓଡ଼ିଅ ସାଂସ୍କୃତିକ ପରଂପରାରେ ଅମର କାବ୍ୟ କୀରି 
ଭାବରେ 'ଗୀତଗୋବିନ୍ଦ ଓ କବି ଜୟଦେବ ଅମ୍ବଲାନ ଦୀପ୍ତିରେ ଉତ୍ତାସିତ ହେଉଛନ୍ତି ! 
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ଏକ ପ୍ର ଦର୍ଶ ନଶୀଳ କଳା ଭାବରେ ‘ଗୀତ ଗୋବିନ୍ଦ 
କୃଷ ଚରଣ ବେହେରା 
Gitagovinda in the light of Performing Arts 


Krushna Charan Behera 


[Beginning with a personal experience regarding the suspension 
of the temple service of Mahari (Devdasi) dance performance to the 
tune of Gitagovinda in the Jagannath temple of late, the author gives a 
complete historical account of the same from its inception till 1971, 
when it came to be suspended. 


Shortly after the composition of Gitagovinda it was included as 
the lyric component of the temple dance during the reign of Narasimha 
Deva II (1278 - 1309). With interruptions in between, maybe because 
of some substitutes, it continued until in 1500 AD it was made 
compulsory by King Pratap Rudra Deva (1497 - 1540): the relevant 
temple inscription is cited. It attained popularity during the presence 
of Sri Chaitanya, and spread far and wide. 


The author relates the growing popularity of Gitagovinda after 
composition in the light of its lyrical melody. He cites instances from 
specimens of medieval literature to show how the songs were dear to 
Lord Jagannath Himself. The tunes are determinant of the dance forms. 


Odissi dance originated and developed from the Mahari dance in 
the Jagannath temple. So also Odissi music from the songs of 
Gitagovinda. Though the service before the Deity has stopped, the song 
and dance elements have come out in public to appear in diverse 
corners, cultural gatherings, musical soirees, dance demonstrations and 
dance dramas. The writer gives an illustrative list of creative artists 
who have earned eminence in the realm of Odissi music, eg Pt. 
Raghunath Panigrahi, Pt. Damodar Hota, Smt. Shyamamani Devi and 
others; and in the realm of dance, Sri Kelucharan Mahapatra, 
Smt. Sanjukta Panigrahi, Smt. Kumkum Mohanty and others.] 
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୧୯୮୦ ମସିହା ମାର୍ଚ ମାସର କଥା । ପୂରୀର ସାମନ୍ତ ଚନ୍ଦ୍ର ଶେଖର କଲ୍େେଚଚ ଓଡ଼ିଆ ଭାଷା- 
ସାହିତ୍ୟ ବିଭାଗରେ ବକ୍ତୃତା ଦେବା ପାଇଁ ଯାଇଆାଏଁ । ବତ୍ତତା କାର୍ଯ୍ୟ ଶେଷ କରି ସେଦିନ ରାତିରେ 
ପୁରୀରେ ରହିଲି । ଉଦେଶ୍ୟ - ଶ୍ରୀମନ୍ଦିରରେ ଠାକୁରଙ୍କ ବଡସି ଂହାର ବେଶ ବେଳେ ଯେଉଁ ‘ଗୀତଗୋବିନ୍ଦ 
ପାଠ ହୁଏ, ତାହା ଶୁଣିବି ଏବଂ ଯେଉଁ ମାହାରୀ ନାଚ ହୁଏ ତାହା ଦେଖ୍ବି । ବହୁଦିନରୁ ସେଥ୍ପ୍ରତି 
ମୋର ଆଗ୍ରହ ଓ କୌତୁହଳ ଥଲା ¦ ରାତି ପ୍ରାୟ ଦଶଟା ବେଳେ ଶ୍ରୀମନ୍ଦିର ଭିତରକୂ ଗଲି । ଦେଖ୍‌ ଲି - 
ଠାକୁରଙ୍କ ଆଗରେ ଦଳେ ଭକ୍ତ ବସି ଖୋଳ- କରତାଳ ବଜାଇ ଭଚ୍ଚନ-କୀର୍ର ନ କରୁ ଛନ୍ତି । ସେମାନେ 
‘ଗୀତଗୋବିନ୍ଦ ବୋଲୁ ନଥାନ୍ତି, ଓଡ଼ିଆ ଓ ବଙ୍ଗଳା ଭାଷାର ଭଜନ, ଜଣାଣ, କୀର୍ଭନ ଆଦି ଗାଉ 
ଥାଆନ୍ତି । ସେମାନଙ୍କ ପାଖରେ ବସି ମୁଁ ଅପେକ୍ଷା କଲି- କେତେବେଳେ ‘ଗୀତଗୋବିନ୍ଦ ଗାନ ଓ 
ମାହାରୀ ନାଚ ହେବ ! ରାତି ଏଗାରଟା କି ସାଢ଼େ ଏଗାରଟା ବେଳକୂ ଲକ୍ଷ୍ୟ କଲି- କେଇଜଣ ପୂଜକ 
ଧୂପ ଆଳତି ଘେନି ଦିଅଁଙ୍କ ପାଖରୁ ବାହାରକୂ ଆସି ଲେ ଏବଂ ମନ୍ଦିର ଦ୍ଵାର ବନ୍ଦ କରି ତାଲା ପକାଇ 
ସି ଲ୍‌ ମୋହର କରାଇଲେ । ଭଜନ -କୀର୍ରଁନ ବନ୍ଦ ହେଲା ଏବଂ ଭକ୍ତମାନେ ଜଣକ ପରେ ଜଣେ ମେଲାଣି 
ନେଲେ । ଜଣେ ପୂଜକ ମହାଶୟଙ୍କ ମୁଁ ପଚାରିଲି- ଆଞ୍ଚା, ‘ଗୀତଗୋବିନ୍ଦ ଗାନ ଓ ମାହାରୀ ନାଚ 
କେତେବେଳେ ହେବ ? ମନ୍ଦିରରେ ତ ପହଡ଼ ପଡ଼ିଲା ! ସେହି ଗୀତ-ନାଚ ପାଇଁ ମୁଁ ଅପେକ୍ଷା କରିଥ୍ଲି । 
ପୂଜକ ପଣ୍ଡା ଜଣକ ମେତେ ଉତର ଦେଲେ- ତମେ ଚର୍ମ ଚକ୍ଷୁରେ ସେ ନାଚ ଦେଖ୍‌ ପାରିବ ନାହିଁ । 
ପହଡ଼ ପଡିଲା, ଭିତରେ ଠାକୁରଙ୍କ ପାଖରେ ମାହାରୀ ନାଚ ହେବ, ତା ସାଙ୍ଗରେ 'ଗୀତଗୋବିନ୍ଦ ଗାନ 
କରାଯିବ । ମୁହଁକୁ ଆନ୍ି ଜା କରି ମୁଁ ଫେରିଲି ¦ ପରେ ସେଠାର କେତେକ ଅଧ୍ୟାପକ ବନ୍ଧୁଙ୍କଠାରୁ ଶୁଣି ଲି - 
ଠାକୁରଙ୍କ ବଡସି ଂହାର ବେଶ ବେଳେ ଆଉ ‘ଗୀତଗୋବିନ୍ଦ ବୋଲାଯାଉ ନାହିଁ, କି ମାହାରୀ ନାଚ 
ହେଉ ନାହି । 


ଅଥଚ ବହୁ ପୂର୍ବରୁ ‘ଗୀତଗୋବିନ୍ଦ ଗାନ” ଏବଂ ' ମାହାରୀ ନାଚ ପୂରୀ ଶ୍ରୀମନ୍ଦିରରେ ଗୋଟିଏ 
ଗେ।ଟିଏ ସେବା ବା ନିଯୋଗ ଭାବରେ ପ୍ରଚଳିତ ଥ୍ଲା । ଖ୍ରୀଷ୍ଟୀୟ ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀରେ ରଚିତ 
‘ଗୀତଗୋବିନ୍ଦ ୨୦୦/୩୦୦ ବର୍ଷ ମଧ୍ଯରେ ଓଡ଼ିଶା ସମେତ ସମଗ୍ର ଭାରତବର୍ଷରେ ପ୍ରେମଭଜ୍ତିର 
କାବ୍ୟ ରୂପେ ବି ଶେଷ ଜନପ୍ତ ୟ ହୋର ଉଠିଥ୍ଲା । ଗଜପତି ପ୍ରତାପରୁଦ୍ର ଦେବ ( ୧୪୯୭-୧୫୪୦୨) 
ସେଥ୍‌ ପାଇଁ ଶ୍ରୀମନ୍ଦିରର ଜୟବିଜୟ ଦ୍ଵ।ରରେ ୧୫୦୦ ମସିହାରେ ଏକ ଅଭିଲେଖରେ ଠାକୂରଙ୍କ 
ପାଖରେ ' ଗୀତଗୋବିନ୍ଦ ଗାନ ସଂପର୍କିତ ରାଜକୀୟ ଅନୁଶାସନ ଜାରି କରିଥ୍ଲେ । ସେହି ଅନୁଶାସନ 
ନିମ୍ବ ପ୍ରକାର- 


ବୀରଶ୍ର1 ଗ ଜପ୍ତି ଗଉଡେଶ୍ବ ର ନବକୋଟୀ କର୍ଣ୍ଣାଟ କଳବରଗେ ସର ବିରବର 
ଶ୍ରପ୍ରତାପ ରୁଦ୍ର ମହାରାଜାଙ୍କର ସମସ୍ତ ଅ୪ଙ୍କ ଶ୍ର।ାଜୀ କକଡା ସୁ ୧୦ ବୂଧବାରେ 
ଅବଧାରୀତ ଆଇଁ ଗ୍ୟା। ପ୍ରମାଣେ ବଡଠାକୁରଙ୍କ ଶ୍ର।ଗୀତଗୋବି ନ୍ଦ ଠାକୁରଙ୍କ ଭୋଗ ବେଳେ 
ଏ ନାଟ ହୋଇବ । ସଞ୍ଜ ଧୂପ ସରିଲାଠାରୁ ଏ ନାଟ ହୋଇବ । ବଡ ଠାକୁରଙ୍କ ସଂପରଦା 
କପି ଜେଶ୍ଵର ଠାକୁରଙ୍କ ବନ୍ଧା ନାଚଣୀମ।ନ ପୂରୁଣ। ସଂପରଦା ତେଇଂଗୀ ସଂପରଦା 
ଏମାନେ ସବିହେଁ ବଡଠାକୂରଙ୍କ ଗୀତଗୋବି ନ୍ଦହୁଁ ଅନ ଗୀତ ନ ସିଖ୍ବେ । ଆନ ଗୀତ ନ 
ଗାଇବେ ଆନ ଗୀତ ହୋଇ ପରମେଶ୍ବରଙ୍କ ଛାମୁ ରେ ନ ହବ ! ଏ ନାଟ ବିତରକେ ବଇଷ୍ପବ 
ଗାଆ।ଣ ଚାରୀ ଜଣ ଅଛନ୍ତି ଏମାନେ ଗୀତଗୋବିନ୍ଦ ଗୀତହି ସେ ଗାରବେ | ଏହାଙ୍କଠାରୁ 
ଅଶି କ୍ଷି ତମାନେ ଏକଶ୍ଵ ରରେ ଶୁ ଣୀ ଗୀତଗୋବିନ୍ଦ ଗୀତ ହିଁ ସେ ଶି ଖୀବେ ଆନ ଗୀତ ନ 
ଶିଖୀବେ । ଏହା ଜେ ପରିକ୍ଷା ଆନ ଗୀତ ନାଟ କରାଇଲେ ଜାଣୀ ସେ ଜଗନ୍ନାଥଙ୍କ ଦ୍ରୋହ 
କରଇ । 
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ଏହା ପୂର୍ବରୁ ଗଙ୍ଗବଂଶୀୟ ଜଣେ ରାଜା କବି ନରସି ଂହ ଦେବ ' ଗୀତଗୋବିନ୍ଦ ଶିଲୋଉ କଲେ 
ଅର୍ଥାତ୍‌ ଠାକୁରଙ୍କ ପାଖରେ ‘ଗୀତଗୋବିନ୍ଦ ଗାନର ଶୁତ୍ତ ଦେଲେ ବୋଲି ' ମାଦଳା ପାଞ୍ଜ 'ରେ ଉଲ୍ଲେଖ 
ଅଛି । (ମାଦଳା ପାଞ୍ଚ , ପ୍ର।ଚୀ ସମିତି, ୧୯୪୦- ପୃଷ୍ଠା ୩୬) ଏଥ୍‌ରୁ ଜଣାପଡ଼ୁଛି ଯେ - ଖୁ1ଷ୍ଟୀୟ 
ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀରେ ' ଗୀତଗୋବିନ୍ଦ ରଚିତ ହେବା ପରେ ଶ୍ରୀମନ୍ଦିରରେ ଏହା ଗ।ନ କରାଯିବାର ବ୍ୟବସ୍ଥ। 
ହୋରଥ୍‌୍ଲା ! କିତୁ କୌଣସି କାରଣରୁ ମଝିରେ ସେହି ବ୍ୟବସ୍ଥ। କ୍ଷୁଷ୍ଠ ହୋଇ ଯାଇଥଲା | ସମ୍ଭବତଃ 
ଜଣେ ଗଟଙ୍ଗବଂଶୀ ରାଜା ପୂରୁଷୋତ୍ତମ ‘ଗୀତଗୋବିନ୍ଦ ଅନୁକରଣରେ ରଚିତ ନିଜର ଗୀତଗୋବିନ୍ଦ 
ଏବଂ ତାହା ପରେ ସୂର୍ଯ୍ୟବଂଶୀ ରାଜା ଗଜପତି ପୁରୁଷୋତ୍ତମ ଦେବଙ୍କ ଭଣି ତାରେ ରଚିତ ‘ଅଭିନବ 
ଗୀତଗୋବିନ୍ଦ ଶ୍ରୀମନ୍ଦିରରେ ଗାନ ହେବାର ବ୍ୟବସ୍ଥ। କରିଥ୍‌ଲେ । ଶ୍ରୀ ଜୟଦେବ ଓ ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦ 
ଶ୍ରୀ କେଦାରନାଥ ମହାପାତ୍ର, ଭୂବନେଶ୍ବର( ୧୯୭୩), ପୃଷ୍ଠା-୮ ୬-୮୮ ! ସେଥ୍ପାଇଁ ଷୋଡ଼ଶ 
ଶତାଦ୍ଦୀରେ ଗଜପତି ପ୍ରତାପରୁଦ୍ର ଦେବଙ୍କ ଜୟବଦେବ- କୃତ ‘ଗୀତଗୋବିନ୍ଦ ମନ୍ଦିରରେ ଗାନ ପାଇଁ ସ୍ପଷ୍ଟ 
ଭାଷାରେ ରାଜକୀୟ ଅନୁଶାସନ ଦେବାକୁ ପଡ଼ିଥ୍‌ଲା । ପ୍ରତାପରୁଦ୍ର ଦେବଙ୍କ ଏହି ଅନୂଶାସନରୁ 
ଜଣାଯ।ଏ ଯେ - ଶ୍ରୀମନ୍ଦିରରେ ଠାକୂରଙ୍କ ଆଗରେ ‘ଗୀତଗୋବିନ୍ଦ ଗାନ ସହିତ ନାଚୂଣି ବା ମାହାରୀ 
ନାଚ କରାଯି ବ । ଅଭିଲେଖରେ ଏହି ଗୀତ ଓ ନାଚକୁ ଏକତ୍ର ‘ନାଟ” ନାମରେ ଅଭିହିତ କରାଯାଇଛି ! 


ଶ୍ରୀମନ୍ଦିରରେ ମାହାରୀ ସେବା, ‘ଗୀତଗୋବିନ୍ଦ ଗାନ ସଦୃଶ ବହୂ ପ୍ରାଚୀନ କାଳରୁ ପ୍ରବର୍ିତ 
ହୋଇଛି । ‘ଦେବଦାସୀ? ବା ‘ ଦେବଗଣିକା' ପଥା ଦାକ୍ଷି ଣ।ତ୍ୟର ମନ୍ଦିରମାନଙ୍କରେ ପ୍ରଚଳିତ ଥ୍ଲା | 
ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀର ଗଙ୍ଗ ବଂଶୀୟ ଚୋଡଗ ଇଂ ଦେବ- ଅନଙ୍ଗଭୀମ ଦେବ ପ୍ରମୁଖ ରାଜାଙ୍କର ମୂଳ ନିବାସ 
ଥ୍ଲା ଦାକ୍ଷି ଣାତ୍ୟ ; ସେହି ସୂତ୍ରରୁ ପୁରୀ ଶ୍ରୀମନ୍ଦିରରେ ମାହାରୀ ନାଚ ବା ଦେବଦାସୀ ସେବା ପ୍ରବରିତ 
ହୋର ଆସି ଛି ବୋଲି ତଦ୍ବିଦ୍‌ ପଣି ତମାନେ ମତ ଦିଅନ୍ତି । ଓଡିଶୀ ନୃତ୍ୟ ଅଆଆଲୋଚନା(ସଂପାନ ) - 
ଓଡ଼ିଶା ସଙ୍ଗୀତ- ନାଟକ ଏକାଡେମୀ, ଭୂବନେଶ୍ବର( ୧୯୭୮), ପୃଷ୍ଠା ୫୧-୫୫ ! ମାହାରୀମାନଙ୍କ 
ମଧ୍ଯରେ ବିଭିନ୍ନ ଗୋଷ୍ଠୀ ବା ସଂପ୍ରଦାୟ ଥ୍ଲା; ପ୍ରତ୍ୟେକ ସଂପ୍ରଦାୟ ଗୋଟିଏ ଗୋଟିଏ ସାଙ୍ଗୀତିକ 
ଶୈ ଳୀର ପ୍ରତିନିଧ୍‌ ତୃ କରୁଥ୍ବାର ଜଣାଯ।ଏ ! ଗଜପତି ପ୍ରତାପରୁଦ୍ରଙ୍କ ଅଭିଲେଖରେ ସେହି ପରି 
“ବଡ଼ଠାକୁରଙ୍କ ସଂପରଦା' , ‘ପୁରୁଣା ସଂପରଦା' , 'ତେଲଂଗୀ ସଂପରଦା” କଥା ସୂଚିତ ହୋଇଛି । 


ଯାହାହେଉ, ‘ଗୀତଗୋବିନ୍ଦ ଗାନ ସେତେବେଳେ ଶ୍ରୀମନ୍ଦିରରେ ତଥା ଶ୍ରୀମନ୍ଦିର ବାହାରେ ଯେ 
ବିଶେଷ ଜନପ୍ରିୟତା ଅର୍ଜନ କରିଥ୍ଲା, ଏଥ୍‌ରେ ସନ୍ଦେହ ନାହିଁ । ବିଶେଷତଃ ଷୋଡ଼ଶ ଶତାଦ୍ଦୀରେ 
ପ୍ରସାରିତ ଶ୍ରୀଚୈତନ୍ୟଙ୍କ ନବ୍ୟ ବୈଷ୍ଣବ ଧର୍ମ ଏହି ଜନପ୍ରିୟତା ବୃବ୍ଧିରେ ସହାୟକ ହୋଇଥଲା | ମଧ୍ଯ 
ଯୁଗରେ ରଚିତ କେତେକ ଓଡ଼ିଆ ଗ୍ର ତରେ, ତଥା ବିଭିନ୍ନ ଜନଶୂତି ଓ କିମ୍ବଦନ୍ତୀରେ ଏ କଥାର ପ୍ରତ୍ୟକ୍ଷ 
ପ୍ରମାଣ ରହିଛି । ସପ୍ରଦଶ ଶତାବ୍ଦୀରେ ରଚିତ କବି ଲୋକନାଥ ବିଦ୍ୟାଧରଙ୍କ ‘ନୀଳାଦ୍ରି ମହୋତ୍ସବ 
ଗ୍ର ଛର ଏକାଦଶ ଛାନ୍ଦରେ ଠାକୁରଙ୍କ ବଡ଼ସିଂହାର ବେଶ ଦେଖ୍‌ ଅଭ୍ତରାମାନେ ନୃତ୍ୟ କରୂୁଥ୍ବାର ଏବଂ 
ପଞ୍ଚବିଂଶ ଛାନ୍ଦରେ ବଣ୍ତିତ ଚନ୍ଦନ ଯାତ୍ରାରେ ସେହିପରି ଅପ୍ତରାଗଣ ନାଚଗୀତ କରୁୂଥ୍ବାର ଉଲ୍ଲେଖ 
ରହିଛି । ଉଦାହରଣ ସ୍ଵ ରୂପ- 


ୟେମନ୍ତ ପ୍ରକାର ଅପସରା ବାର ପୂଲକେ କରଚ୍ତି ନର୍ରନ 

ଝଳି ଅଙ୍ଗ ଢାଳି କି ପୀୟୁଷ ଢାଳି ଦେଇ ମୋହନତ୍ତି ମୂନିମନ | 

ପାଶେ ପଞ୍ଚମ ସ୍ଵରରେ ହୁଅଇ ଗାୟନ 

ରୁଚିର ଚାପରେ କେମନ୍ତ ପ୍ରକାରେ ଦିଶଚ୍ଚି ସେ ବିରାଜମାନ || ୫୪ । ୨୫ 
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‘ନୀଳାଦ୍ରି ମହୋତ୍ସବ” ରେ ଉନ୍ଲିଖ୍ତ ‘ ଅସ୍ତରା' ମାନେ ହିଁ ମାହାରୀ ବା ଦେବଗଣିକା । ସେମାନେ 
ନାଚୂଥ୍ଲା ବେଳେ ପାଖରେ ଅନ୍ୟମାନେ ଗୀତ ଗାଉଥ୍‌ଲେ | ସେହି ଗୀତଗୁ ଡିକ ମଧ୍ୟରେ ଜୟ ଦେବଙ୍କ 
‘ଗୀତଗୋବିନ୍ଦ ନିଶ୍ଚୟ ସ୍ଥ।ନ ପାଇଥ୍ବ | ଆଗେ ମାହାରୀମାନେ କେବଳ “ନୃର” କରୁଥ୍ଲେ ! ‘ନୃତ'ରେ 
ଗୀତ ସଂଯୁ କ୍ତ ହୋଇ ନଥାଏ; ଏହା ଏକ ପ୍ର କାର ମୂ କାରିନୟ ! ପରେ ମାହାରୀ ନର” ରେ ଗୀତ ସଂଯୁକ୍ତ 
ହୋଇଥ୍‌ବାର ଜଣାପଡେ । ଦ୍ଵାଦଶ ଶତାବ୍ଦୀରେ ‘ଗୀତଗୋବିନ୍ଦଂର ସୃଷ୍ଟି ଓ ପ୍ରସାର ପରେ ଏହି 'ନୃରଂ 
ସହିତ ଗୀତର ସମବାୟ ସ୍ଥ।ପିତ ହୋଇଛି ବୋଲି ଗୁରୁ ପଙ୍କ ଚରଣ ଦାସ ମତ ପ୍ରକାଶ କରି ଛନ୍ତି । 


ଅଷ୍ଟାଦଶ ଶତାବ୍ଦୀର କବି ରାମ ଦାସଙ୍କ (ଦାର୍ଜ଼୍ୟତାଭକ୍ତି ରସାମୃତ' ଗ୍ର ତରେ ଉନ୍ମି ଖ୍ତ ସଛ- ଜୀବନୀ 
ଜୟ ଦେବଙ୍କ ପ୍ରସଙ୍ଗରେ ଯୋଡିଏ ଘଟଣା ବଣ୍ତିତ ହୋଇଛି । ଘଟଣା! ଯୋଡ଼ିକ ଅଲୌଜିକ, ଅପ୍ର।କୃତ 
ହେଲେ ହେଁ, ତହିଁରୁ ଠାକୁରଙ୍କର ‘ଗୀତଗୋବିନ୍ଦ -ପ୍ର।ତି ଏବଂ ସେହି ସୂତ୍ରରେ ତାହାର ଚନର୍ପ୍ର ୟତା 
ଜଣା ଯାଇଥାଏ ! ପୁ ଥମ ଘଟଣ।- 


ଶ୍ର।ଗୀତ ଗୋବିନ୍ଦ ଶ୍ରବଣ କରିଣ ଦେବ ନାରାୟଣ 
ହେଲେ ବିଶେଷ ପୁଲକିତ ଦ୍ରବିଲା ନରନାରୀ ଚିର | 
ପାଷାଣ୍ଡ ବିଷୟୀ ପାମର ଶୁଣି ଦ୍ରବିଲେ ଚରାଚର | 
ଏକ ଯେ ମାଳୀର ଦୁହିତା ଗାଇଣ ହୋର ପୂ ଲକିତା 
ତୋଳର କ୍ଷେତ ବାଇଗଣ ସେ ଗୀତ ଶୁଣି ନାରାୟଣ 
ସେ କନ୍ୟା ପଛେ ପଛେ ଚଳେ ଶିଳା କଣ୍ଟକ ପାଦେ ଗଢେ । 
ଆବର କଣ୍ଟା ଲାଗି କରି ବସ୍ତ୍ର ଓଢ଼ଣୀ ଯାଏ ଚିରି | 


ଶ୍ରୀମନ୍ଦିରରେ ପ୍ରବେଶ କଲା ପରେ ଠାକୂରଙ୍କର ଏପରି ଅବସ୍ଥ। ଦେଖ୍‌ ପଣ୍ଡାମାନେ ରାଜାଙ୍କ 
ଛାମୁରେ ଜଣାଇଲେ । ରାଜା ଏଥ୍‌ରେ ବ୍ୟସ୍ତ ହୋଇ ବିକଳରେ କନ୍ଦାକଟା କରି ବାରୁ - 


ଆଦେଶ ଦେଇେ ଜଗନ୍ନାଥେ ମାଳିନୀ ବାଇଗଣ କ୍ଷେତେ 
ଶ୍ର।ଗୀତଗୋବିନ୍ଦ ପଡ଼ର ଗଲି ମୁଁ ଶୁଣି ବାକୁ ତହିଁ 
ଯାଇ ଲଭି ଲି ଏ ଦଶାକୁ ଯାଇଣ ଘେନି ଆସ ତାକୁ । 
ଏମତ୍ତ ଆଜ୍ଞା ରାଜା ପାଇ ଶି ବିକା ଦେଲେ ପଠିଆଇର । 
ଆଣିଲେ ମାଳିନୀ କନ୍ୟାକୂ କହିଲେ ତାକୁ ପଢ଼ିବାକୁ । 
ପଢ଼ିଲା ସେ ଗୀତଗୋବିନ୍ଦ ଶୁଣିଣ ପ୍ରଭୁ ମହାନନ୍ଦ | 
ରହିଲା ଖଞ୍ଞାଭୂମି ପାଇ ପଢ଼ିଲା ନିତି ନିତି ଯାର । 
ଅଦ୍ୟାପି ତାର ବଂଶଧରେ ଗୀତଗୋବିନ୍ଦ ପାଠ କରେ । 


ଦ୍ଵିତୀୟ ଘଟଣାରେ ଜଣେ ଯ ବନର ଉପାଖ୍ୟାନ ଏହି ପ୍ରକାର- 


ଗଲା ସେ ଘୋଡା ପରେ ଚଢ଼ି ଗୀତଗୋବିନ୍ଦ ପଢ଼ି ପଢ଼ି 
ଶୁଣିବା ଆଶେ ପ୍ରଭୂ ରାଏ ତା' ଘୋଡ଼ା ପଛେ ପଛେ ଧାଏଁ । 


XXX XX 
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ଚାହିଁବା ମାତ୍ରେ ବେନି ତୋଳେ ଅଶ୍ପଂ ପଡ଼ିଲା ଗଡ଼ି ତଳେ । 
ହରିର ନାହିଁ ପରାପର ଯବନ ଚାଣ୍ଡାଳ ବିଚାର | 


ଆମ ଠାକୂର ଓ ରସିକ ଭକ୍ତ ସମାଜର ଅତିପ୍ରିୟ ' ଗୀତଗୋବିନ୍ଦ ଗାନ ତଥା ମାହାରୀ ନାଚ 
ଶ୍ରୀକ୍ଷେତ୍ରରେ ଯେ କାହିଁକି ବନ୍ଦ ହୋଇଗଲା, ତାହାର ନିର୍ଦ୍ଦିଷ୍ଟ କାରଣ ଜଣାପଡ଼ୁ ନାହିଁ । ପୁରୀର ଶ୍ରୀମତୀ 
ହରି ପନି ୟା ଦେବଦାସୀ କହନ୍ତି ' ମେତେ ହେଲା ବର୍ଗ ମାନ ବାଷଠି ବର୍ଷ ବୟସ । ନଅବର୍ଷ ବେଳେ 
୧୯୨୩ ମସି ହାରେ ମୋର ଶାଢ଼ୀ ବନ୍ଧା ହୋରଥ୍‌ ଲା ଜଗନ୍ନାଥଙ୍କ ଛାମୁରେ । ସେ ତେବେଳେ ମୁକୁନ୍ଦଦେବ 
ରାଜା ଥ୍‌ଲେ । ସେହିଦିନଠାରୁ ବେଶି ବୟସ ହେବା ପର୍ଯ୍ୟନ୍ତ ମୁଁ ଛାମୁରେ ନାଚିଛି ଏବଂ ବିଭିନ୍ନ ସେବାରେ 
ଲାଗିଛି । × × × ଦେବଦାସୀ ନୃତ୍ୟରୁ ଓଡ଼ିଶୀ ନୃତ୍ୟର ସୃଝ୍ି ଓ ତାହାର ଉପ୍‌ରି “ସୁନ ଶ୍ର ।ଜଗନ୍ନାଥ 
ମନ୍ଦିରର ମୌଳିକ ନୃତ୍ୟ ସେବାରୁ । କିନ୍ତୁ ପରିତାପର ବିଷୟ- ଜଗନ୍ନାଥ ମନ୍ଦିରର ଦେବଦାସୀ ନୃତ୍ୟ 
୧୯୭୧ ମସିହାଠାରୁ ସଂପୂର୍ଣ୍ଣ ରୁପେ ନିଶ୍ଚିହ୍ନ ହୋର ଅଛି ।” ? ଓଡ଼ିଶୀ ନୃତ୍ୟ ଆଲୋଚନା( ସଂପାନ ) - 
ଓଡ଼ିଶା ସଙ୍ଗୀତ ନାଟକ ଏକାଡେମୀ, ରୁବନେଶ୍ବର( ୧୯୭୮), ପୃଷ୍ଠ। ୧୧୦-୧୧୪ । ଏହି ନିଶ୍ଚିହ୍ନ 
ହେବାର କାରଣ ସଂପର୍କରେ ହରି ପ୍ରି ୟ। ନୀରବ । ଶ୍ରୀମନ୍ଦିରରେ ମାହାରୀ ନାଚ ତ ବନ୍ଦ ହେଲା ! ତାହା 
ସହିତ ' ଗୀତଗୋବିନ୍ଦ ଗାନ ବନ୍ଦ ହେବାର କାରଣ ମଧ୍ଯ ଜଣାପଡ଼ର ନାହିଁ 


କିତ୍ଧ ଶ୍ରୀମନ୍ଦିର ଓ ଶ୍ରୀକ୍ଷେତ୍ରରୁ ଆସି ‘ଗୀତଗୋବିନ୍ଦ ଏବେ ଉଦା ହୋଇଛି ସମଗ୍ର ଦେଶର 
ବଡଦାଣ୍ଡରେ; ମାହାରୀ ନାଚ ମଧ୍ଯ ଉପସ୍ରି ତ ହୋଇଛି ନବ କଳେବର ଘେନି ' ଓଡିଶୀ ନୃତ୍ୟ? ନାମରେ । 
ବର୍ର ମାନ ' ଗୀତଗୋବିନ୍ଦ ର ପ୍ରଦର୍ଶନଶୀଳତା ନିମ୍ବ କେତେକ କ୍ଷେତ୍ରରେ ଉଲ୍ଲେଖନୀୟ । 


( ୧) ବିଭିନ୍ନ ମଜଲିସ୍‌ ବା ସଙ୍ଗୀତ- ଆସରମାନଙ୍କରେ 'ଗୀତଗୋବିନ୍ଦର ବିଶେଷ ବିଶେଷ 
ଅଂଶର ଗାନ ପରିବେଷିତ ହୋର ଥାଏ । ଏହା ଶ୍ରୋତ୍ୃମଣ୍ଡଳୀର ବେଶ୍‌ ଶ୍ରବଣସୁ ଖଦାୟୀ ଓ ମନପ୍ରାଣ - 
ରସାୟକ ହୋଇଥାଏ । ପଣ୍ଡିତ ରଘୁନାଥ ପାଣିଗ୍ରାହୀ, ପଣ୍ଡତ ଦାମେ।ଦର ହୋତା, ଶ୍ରୀମତୀ ଶ୍ୟାମାମଣି 
ଦେବୀ ପ୍ରମୂଖ ସଙ୍ଗୀତ-ଶିନ୍ରଥୀ ଏ କ୍ଷେତ୍ରରେ ଧୂରୀଣତା ଦେଖାଇଛନ୍ତି । 


( ୨ ) ଓଡ଼ିଶୀ ନୃତ୍ୟର ଅଭିନୟ ଅଂଶରେ ' ଗୀତଗୋବିନ୍ଦ ର ଅଂଶବିଶେଷ ଗାନ କରାଯାଇଥାଏ | 
ବି ଶେ ଷତଃ କେଶ ବଙ୍କର ଦଶବିଧ ରୂପ ବା ଦଶାବତାର ଗୀତ (ପ୍ରଥମ ସର୍ଗର ପ୍ରଥମ ପ୍ରବନ୍ଧ) ଏବଂ 
' ଜୟ ଜୟ ଦେବ ହରେ! ଗୀତର ପ୍ରଥମ ସର୍ଗର ଦ୍ବିତୀୟ ପ୍ରବନ୍ଧ) ଏକକ ବା ମିଳିତ ନୃତ୍ୟରେ ନର୍ଗ କ- 
ନର୍ର କୀମ।ନେ ଅଭିନୟରେ ଦର୍ଶାର ଗ୍ର।ହକ ସମାଜକୁ ମନ୍ତମୂ ଗଧ କରିଥାଆନ୍ତି । ଏ କ୍ଷେତ୍ରରେ ଶ୍ରୀମତୀ 
ସଂଯୁକ୍ତା ପାଣିଗ୍ରାହୀ, କୁଙ୍କମ ମହାନ୍ତି, ଶର' କେଳୁଚରଣ ମହାପାତ୍ର ପ୍ରମୂଖ ନର୍ର କ- ନର୍ଗ କୀମାନେ ବିଶେଷ 
କୃତିତ୍ବ ପ୍ରଦର୍ଶନ କରିଛନ୍ତି । 

(୩) “‘ଗୀତଗୋବିନ୍ଦୀର ନାଟ୍ୟାଭିନୟ । କବି ଜୟ ଦେବ ଏହି କାବ୍ୟଟିକୁ ଏକ ନାଟକ ଆକାରରେ 
ଲେଖ୍‌ ଛନ୍ତି କହିଲେ ଚଳେ ! ‘ଗୀତଗୋବିନ୍ଦ ଆରମ୍ଭରେ ଯୋଡ଼ିଏ ଗୀତ ଏବଂ ଶେଷରେ ଗୋଟିଏ ଗୀତକୁ 
ଛାଡିଦେଲେ, ବାକି ଏକୋଇଶ ଗୋଟି ଗୀତ ଶ୍ରୀକୃଷ୍ଣ ରାଧ! ଓ ସଖୀଙ୍କ ତୁଣ୍ଡର ସଂଳାପ ରୂପେ ରଚିତ । 
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ପ୍ରାରମ୍ଭିକ ଗୀତ ଯୋଡ଼ିକ, କୃଷ୍ଣ ଲୀଳାର ମଙ୍ଗଳାଚରଣ ସଦୃଶ ନଟନଟ୍ୀଙ୍କର ବୃନ୍ଦ ଗାନ ବା ସମବେତ 
ସଙ୍ଗୀତ ରୂପେ ସଂଯୋଜିତ ହୋଇଛି । ଶେଷ ଗୀତଟିକୂ ବର୍ଣ୍ଣନା (ମଞ୍ଚ ନିର୍ଦ୍ଦେଶ ) ଓ କବି ଭଣିତା ରୂପେ 
ଗ୍ରହଣ କରାଯାଇ ପରେ । କବିଚନ୍ଦ୍ର କାଳୀଚରଣ ପଟ୍ଟନାୟକ ସେଥ୍‌ପାଇଁ ସ୍ପଷ୍ଟ ଭାଷାରେ କହି ଛତି - 
'ଗୀତଗୋବିନ୍ଦୀରେ ନାଟ୍ୟଧର୍ମ ପରି କଳ୍ପନା ପ୍ରଛୁନ୍ନ । ଶ୍ର1ଗୀତଗୋବି ନ୍ଦ- କବି ଚନ୍ଦ୍ର କାଳୀଚରଣ 
ପଟ୍ଟନାୟକ, ଦାସ ବ୍ରଦର୍ସ , କଟକ- ୨( ୧୯୭୦), ପୃଷ୍ଠ।-୫୩ । ନିଜେ କାଳୀବାବୁ ୧୯୩୬ ମସିହାରେ 
କବି ଜୟଦେବଙ୍କ ଏହି କଳାକୃତି କୁ ନାଟ୍ୟରୂପ ଦେଇ ରଚନା କରିଛନ୍ତି ' ଶ୍ର।ଗୀତଗୋବିନ୍ଦ ; ପାଞ୍ଚ ଅଙ୍କର 
ଏହି ନାଟକଟି ସେ ତେବେଳେ ଅଭିନୀତ ହୋଇ ଉତ୍କଳ ସାହିତ୍ୟ ସମାଜ” କର୍ରୁ କ ପୁରସ୍କୃତ ହୋଇଥଲା | 
ଜୟ ଦେବଙ୍କ ସଂସ୍କୃତ ଶ୍ଲେ।କ ସମୂହର ରାଗ -ତାଳାନୁଗ ଓଡ଼ିଆ! ଅନୁବାଦ ସହିତ କାଳୀବାବ୍ର ଏହି 
ନାଟ୍ୟକୃତିରେ କବିସୂର୍ଯ୍ୟ ବଳଦେବ, ଗୋପାଳକୃଷ୍ଣ ବନମ।ଳୀଙ୍କର ଓଡ଼ିଆ ପଦାବଳୀ ବ୍ୟବହାର 
କରି ଛନ୍ତି । ତାଙ୍କର ପରବର୍ଗୀ କାଳର ' ଜୟଦେବଂ ( ୧୯୪୩) ନାଟକରେ ମଧ୍ଯ ‘ଗୀତଗୋବିନ୍ଦର ପ୍ରଭାବ 
ପ୍ରତିଫଳିତ ହୋଇଛି । ସଂସ୍କୃତ ସାହିତ୍ୟର ଚର୍୍ଚା। କରିଥ୍‌ ବା ଏ:ବି: କେରଥ୍‌ଙ୍କ ଭଳି କେତେକ ବିଦେଶୀ 
ପଣ୍ତିତ ଗୀତଗୋବିନ୍ଦ କୂ ମଧ୍ୟ ଗୀତିନାଟ୍ୟ ବା ଲିରିକ୍‌ ଡ୍ରାମା ଅଭିଧାରେ ଅଭିହିତ କରିଛନ୍ତି 


ସଂପ୍ରତି ରେଡିଓ, ଟି.ଭି. ଆଦି ମାଧ୍ୟମରେ ‘ଗୀତଗୋବିନ୍ଦର ନାଟ୍ୟରୂପ ପ୍ରସାରିତ ହୋଇଛି ! 
ଚଳଚ୍ଚିତ୍ରରେ ମଧ୍ଯ ଏହାର ରୂପାୟନ କରାଯାଇଛି । 


* 
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ଓଡ଼ିଆ ସାହିତ୍ୟରେ ‘ଗୀତଗୋବିନ୍ଦଂର ପ୍ରଭାବ 
ଡଃ ସଂଯମିବ୍ରା ମିଶ୍ର 
Impact of Gitagovinda on Oriya Literature 


Sanghamitra Mishra 


[In this paper the writer presents a historical survey of the influence 
of Gitagovinda on Oriya literature in chronological order beginning 
from the 15th century uptodate. 


Though the great epic poet Sarala Das disapproved of Jayadeva’s 
eroticism, he accepts the latter’s formulation of ten incarnations 
(dasavatara) in his Mahabharata, Udyoga parva. Both Sarala at places 
and Abadhuta Swami in ‘Siva-stuti’ in Rudra Sudhanidhi seem to 
follow the style of word patterning initiated by Jayadeva. 


In the 15th - 16th centuries while Narasingh Sena (Gopakeli, 
Parimala) and others present the Sringara-dominated Vasanta Rasa of 
Radha-Krishna, Napita Trilochan in his translation of Gitagovinda 
introduces a tantric metaphysical interpretation of the poem. 


The Panchasakha poets treat Krishna in the form of Jagannath as 
the Supreme Lord, avatari purusha, and Radha and Krishna as the in- 
separable cosmic duo in one. They impart to divine love (prema bhakti) 
the tint of jnana that constitutes the basic tenet of Orissan Vaishnavism. 


The reeti poets, especially Upendrabhanja, Dinakrushna Das and 
Abhimanyu Samantasinghar appear as direct descendants of Jayadeva 
insofar as their principal theme is prema rasa and style musical and 
ornamental. The reeti age was followed by the geeti (lyric) age with 
Banamali, Bhaktacharan, Gopal Krishna and a host of others writing 
in the lyric tradition. 


Before the modern period there appeared a large number of books 
on Rasalila depicting the standardised theme in characteristic style, 
sentiment and metre. 


Radha is a significant character in 20th century poetry and drama. 
She is liberated from the religious convention of secret love (raha- 
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kelayah) and becomes Krishna’s bold compeer in the ways of life. While 
Kunja Ray’s drama Nayaka Chandrasena (1992) presents the pair in 
modern perspective, the poet Ramakanta Rath’s Shri Radha (1985) is 
a metamorphosis of the conventional nayika into a strong, bold, devout 
and determined personality. ~Editors] 


' ଗୀତଗୋବି ନ୍ଦ ଭାରତୀୟ କାବ୍ୟ ପରଂପରାର ଏକ ବିସ୍ଟୟ ।! ଦ୍ଵାଦଶ ଶତାଦ୍ଦୀରେ ରଚିତ ଏହି 
ସଂସ୍କୃତ କାବ୍ୟ ମହାକବି ଜୟଦେବଙ୍କ ଦ୍ଵାରା ରଚିତ । କବି ଜୟଦେବ ଥ୍ଲେ ଏକାଧାରରେ ରସିକ 
ପ୍ରେମିକ, ଭକ୍ତ, ସଂଗୀତଜ୍ଞ, ଗାୟକ ଓ ନୃତ୍ୟବିଶାରଦ । ତାଙ୍କର ଅନ୍ୟ କୌଣ ସି ରଚନା ବର୍ଭମାନ 
ପର୍ଯ୍ୟନ୍ତ ଉପଲବ୍‌ଧ ହୋଇ ନଥ୍‌୍ଲେ ମଧ୍ଯ କେବଳ ‘ଗୀତଗୋବିନ୍ଦ ରଚୟିତା ଭାବରେ ସେ ପ୍ରତ୍ୟେକ 
ଭାରତୀୟ ସ୍ଵ ଷ୍ଟାର ପ୍ରି ୟପୂରୁଷ । ସମଗ୍ର ଭାରତୀୟ କାବ୍ୟ ବାଡ୍‌ଂମୟ ' ଗୀତଗୋବିନ୍ଦ ଦ୍ଵାରା ପ୍ରଭାବିତ 
ହୋଇଥ୍‌ଲେ ହେଁ ଆମେ ଆଲୋଚନା ସମୟରେ ଜୟଦେବଙ୍କ ବାସ ସ୍।ନ ଖୋଜି ଖୋଜି ବିବ୍ରତ ହେଉ । 
‘ଗୀତଗୋବିନ୍ଦ ଯେ ସେ ଯୁଗ ତଥା ଏ ଯୁଗର ରସିକ ଓ ସାଧକଙ୍କୁ ସମଭ୍ତାବରେ ପ୍ରଭାବିତ କରିଛି ଏହା 
ସର୍ବବାଦୀସ ମ୍ମତ । ଗୀତଗୋବି ନ୍ଦର ପୂନମ୍ମୂ ଲ୍ୟାୟନ ଆଜିର ଆବଶ୍ୟକତା, ଯାହା ଫଳରେ ଦ୍ଵାଦଶ 
ଶତାଦୀ ପର୍ଯ୍ୟନ୍ତ ସ୍ଵ ତନ୍ତ୍ର ଭାବରେ ପ୍ରତିଷ୍ପିତ ହୋର ନ ଥୁବା ପ୍ରାନ୍ତୀୟ ଭାଷାମାନେ ନିଜ ନିଜର ପରଂପରାର 
ମୂଳ ଖୋଜି ପାଇବା ସମ୍ଭବ ହେବ । 


ଯେଉଁଠି ଇତିହାସର ଧାରା କୃଶ ସେଠାରେ କିମ୍ବଦନ୍ତୀର କାୟା ବିପୁଳ । ତେଣୁ ଜୟଦେବ କେବେ 
‘ସାଧୁ ପ୍ରଧାନ? ବା କେବେ ଗୋସ୍ଵାମୀ” ଭାବରେ କଳ଼ିତ। ସେ ପୂଣି ‘ପଦ୍ଧାବତୀ ଚରଣ ଚାରଣ 
ଚକ୍ରବର୍ରୀ ' । ‘ଗୀତଗୋବିନ୍ଦ ବ୍ୟତୀତ ଅନ୍ୟ କୌଣସି ଗ୍ରନ୍ଥ ତାଙ୍କଦ୍ଧାରା ରଚିତ ହୋଇଥ୍‌ବାର ପ୍ରମାଣ 
ମିଳେ ନାହିଁ । ପଦ୍ଧାବତୀ ଙ୍କ ସହିତ ତାଙ୍କର ବିବାହ ସତେ ଯେପରି ‘ଗୀତଗୋବିନ୍ଦ ରଚନା ପାଇଁ ଏକ 
ପ୍ରସ୍ତୁତି ମାତ୍ର । ଏହି ଗ୍ର ନ୍ଧ ଓ ଗ୍ର ଛ୍ରକାର ଉଭୟଙ୍କ ବିଷୟରେ ଜାଣିବା ପାଇଁ ଦାର୍ଜ୍ୟୁତାଭକ୍ତି' ହିଁ ଏକମାତ୍ର 
ମାର୍ଗ, ଯେଉଁଥ୍‌ରେ କେତେକ ଲୋକପ୍ରିୟ କାହାଣୀ ମାତ୍ର ବର୍ଣ୍ଠିତ ହୋଇଛି । 


ପ୍ରାଚୀନ ମଠ, ମନ୍ଦିର, ମଣ୍ଡପ ବା ରାଜ ନବରର କାନ୍ଥରେ ବିଭିନ୍ନ ରଂଗରେ ଦଶ ଅବତାର ଚିତ୍ର 
ଅଙ୍କିତ କରାଯାଉଥ୍‌ୁଲା ! ପ୍ରାଚୀନ ସମାଜରେ ଦଶାବତାର ମାଳ, ଦଶାବତାର ଶାଢ଼ୀ ବା ଦଶାବତାର 
ମୁଦି ପରିବାରର ସ୍ଵ ଛୁଳତା ତଥା ଗୌରବର ଚିହ୍ନ ସ୍ଵରୂପ ଗୃହୀତ ହେଉଥଲା । କେତକ ମନ୍ଦିରର ମୁଖଶାଳା 
ବା ଦ୍ଵାରବନ୍ଧର ଉଭୟ ପାର୍ଶ୍ଵରେ ଦଶାବତାର ଖୋଦିତ ହେଉଥ୍‌୍ବାର ମଧ୍ଯ ଦେଖାଯାଏ । ଆମ 
ପରଂପରାରେ ଦଶାବତାର ଏହି ଭଳି ଚା ହୀତ ହୋଇଥ୍‌ଲା ଓ ସାଧାରଣ ଜନତାର ସ୍ଟ ତିରେ ଏହା ଆଜି 
ପର୍ଯ୍ୟନ୍ତ ଜୀବନ୍ତ ରହିଛି । 


ରାଧାମାଧବ ଉପାସନା ଭାରତରେ ବହୁ ପ୍ରାଚୀନ । ଗୋପୀନାଥ ପୂଜା ପ୍ରଚଳିତ ହେବା ବହୁ 
ପୂର୍ବରୁ ଚତୁର୍ଭୂ ଜଧ ରୀ ମାଧବ ପୂଜା ଓଡ଼ିଶାରେ ବିଶେଷଭାବେ ପ୍ରଚଳିତ ଥ୍ଲା । ଜୟଦେବ 
ଗୀତଗୋବି ନ୍ଦରେ ବାରମ୍ବାର ମାଧବ ଓ ରାଧାମାଧବ ଶବ୍ଦ ବ୍ୟବହାର କରି ଛତ୍ତି । କିତୁୁ ରାଧାମାଧ ବଙ୍କ 
ପ୍ରଣୟ ଲୀଳାର ଏଭଳି ମଞ୍ଚ୍‌ ଜ ବର୍ଣ୍ଣନା ଗୀତଗୋବିନ୍ଦ ପୂର୍ବରୁ ହୋଇଥ୍‌ବାର ପ୍ରମାଣ ଏ ପର୍ଯ୍ୟନ୍ତ 
ମି ନିନାହିଁ । “ଗୀତଗୋବିନ୍ଦ ର ପଦଲ୍ଲାଳିତ୍ୟ, ଅନନ୍ୟ ବର୍ଣ୍ଣ ନାପାଟବତା, ଉଭଲ୍ତିମାଳା ଓ ପ୍ରାକୃତିକ 
ଶେଭାବର୍ଣ୍ଣନା ଅତୁଳନୀୟ । ଭଳ୍ତି ଓ ପ୍ରୀତିର ଏତାଦୃଶ ସମନ୍ବିତ ରୂପ ହୁଏତ ଭାରତୀୟ କାବ୍ୟ 
ବାଡ୍‌ଂମୟରେ ମଧ୍ଯ ଅନନ୍ୟ । ବାରଟି ସର୍ଗ ଓ ଚବିଶଟି ପ୍ରବନ୍ଧ ବିଶିଷ୍ଟ ଏହି ଗ୍ରଚ୍ର ଆକୃତିରେ କ୍ଷୁଦ୍ର ହେଲେ 
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ହେଁ ପ୍ରକୃତିରେ ବିରାଟ । ଓଡିଆ ସାହିତ୍ୟ ଗୀତଗୋବିନ୍ଦ ଦ୍ଵାରା କିଭଳି ପ୍ରଭାବିତ ତାହା ବିଚାର କରିବା 
ଏ ପ୍ରବନ୍ଧର ଉଦ୍ଦେଶ୍ୟ । 


ପଞ୍ଚଦଶ ଶତାଦ୍ଦୀ ପର୍ଯ୍ୟନ୍ତ ଓଡ଼ିଆ ସାହିତ୍ୟରେ କୌଣସି ଗ୍ରଛ୍ତ ରଚିତ ହୋଇଥ୍‌ବାର ପ୍ରମାଣ 
ମି ଵିନାହିଁ କିନୂ ଓଡ଼ିଶା ଯେ ଏକତା ସଂସ୍କୃତବି ଦ୍ଧଵାନ ମାନଙ୍କର ଲୀଳାଭୂମି ଥ୍ଲା ଏହା ସର୍ବବାଦୀସମ୍ମତ । 
ସାରନା ଦାସଙ୍କ ମହାଭାରତ ଓଡ଼ି ଆ ସାହିତ୍ୟର ପ୍ରଥମ ତଥା ପ୍ରଧାନ କୃତି । ସାରଳା ଦାସଙ୍କ ସଂସ୍କୃତ 
କାବ୍ୟ ତଥା ନାଟକ ସହିତ ପ୍ରଗାଢ଼ ପରିଚୟ ଥ୍‌ ଲା ! ଜୟଦେବଙ୍କ ଦଶାବତାର ସ୍ତୋତ୍ରର ଅନୁରୂପ ପଦ 
‘ଭଉଦ୍ଯେୋଗ ପର୍ବରେ 


ମଛ କୂର୍ମ ବରେହା ନରସି *ହ ବାବନ 
ପ୍ରଶୁଧର ଶ୍ରୀରାମ କାହ _ ସଂଜ୍ରି ଷଣ 
ବଉଧ କଳଙ୍କି ଯେ ଦଶ ଅବତାର 
ସେ ସ୍ବାମୀର ଶରୀରୁ ଯେ ହୁ ଅତି ବାହାର | 


ଏତଦ୍ବ୍ୟତୀତ ରାଧାକୃଷ୍ଣଙ୍କର ପ୍ରେମ, ପରସ୍ୃ ରପାଇଁ ବ୍ୟାକୂଳତା, ପରି ୟସ ମାଗ ମ ପାଇଁ ଉଭୟଙ୍କ 
ଉତ୍କଣ୍ଠା ପ୍ରଭୃତି ଯେଉଁ ସଂପୂର୍ଣ୍ଣ ସମର୍ପଣର କଥା କହିଥାଏ, ସାରଳା ତାହା ଗର ହଣ କରି ପାରି ନାହାନ୍ତି । 
କାରଣ ସମାଜକୁ ବ୍ୟଭିଚାରମୁୂ କ୍ତ କରିବା ପ୍ରୟାସରେ ସେ ପରଦାରାହରଣ ପ୍ରଭୃତି ସାମାଜିକ ବ୍ୟଭିଚାରକୁ 
ବାରମ୍ବାର ନିନ୍ଦା ହିଁ କରି ଛତ୍ତି । (ଗୀତଗୋବିନ୍ଦ ୨ୟ ସର୍ଗର ସପ୍ତମ ପଦ ˆ ‘ଅଭିନବ ଜଳଧର ସୁନ୍ଦର, 
ଧୃତ ମନ୍ଦର” ? ସାରଳା ଦାସଙ୍କ ମହାଭାରତର ଭୀଷ୍ଟ ପର୍ବରେ ପ୍ରତିଧ୍ବ ନିତ ହୋଇଛି । 


ଅଭିନବ ସୂ ନ୍ଦର ସେ ଜଳଧର ମୂରି । 
ଅଜପାସାଧନ ନାଥ କଛାନରେ ସ୍ରିତି ॥ 


ଷୋଡ଼ଶ ଶତଦ୍ଦୀର ପ୍ର।ରମ୍ଭରେ ନାରାୟଣାନନ୍ଦ ଅବଧୂ ତସ୍ବ।ମୀ କୃତ ରୁଦ୍ରସୁ ଧାନିଧ୍‌ ' ରଚନ 
ଶୈ ଜୀରେ ' ଗୀତଗୋବିନ୍ଦ ପ୍ରଭାବ ସୃଷ୍ଟ | ରୂଦ୍ରସୂଧାନିଧ୍ର 'ଶିବସୁତି' '' ଜୟ ଜୟ କୁନ୍ଦ 
କୂରଙ୍ଗ ଧର, ଜୟ ଜୟ ଶି ବଶ ମ୍ଭୋ ' ପ୍ରଭୃତି ବର୍ଣ୍ଣ ନାରେ ' ଜୟ ଜୟ ଦେବହରେ! ର ସ୍ଵ ରସାମ୍ୟ ପରିଦୃଷ୍ଟ 
ହୂ ଏ | 'ଶୁ' ଗୀତଗୋବିନ୍ଦଦୀର ‘ମଧୁ -ସୁର-ନରକ-ବିନାଶନ', ‘ମୁନିଜନ ମାନସ ହଂସ', ତ୍ରିଭୁବନ 
ଭାବନ ନିଧାନ” ପ୍ରଭୃତି ପଦର ସିଧା ସଳଖ ପ୍ରତିଫଳନ ରୁଦ୍ରସୁଧାନିଧ୍ର ମୁନି ମନ ମାନସ ହଂସ” ଓ 
‘ରସ - ଦଳ- କମଳ-ନିଧାନ? ପ୍ରଭୃତି ପଦରେ ପରିଦୃଷ୍ଟ ହୋଇଥାଏ । 


ନରସି °ଂହ ସେଣଙ୍କର ଗୋପ କେଳି ( ୧୫ଶ ଶତାବ୍ଦୀ )ରେ ରାଧାକ୍ଷ୍ଣଙ୍କର ବସନ୍ତ ରାସର ବର୍ଣ୍ଣନା 
କରାଯାଇଛି । ଉତ୍କଟ ଶୃଙ୍ଗାର ରସରେ ପରିପୂର୍ଣ୍ଣ ଗୋପ କେଳିରେ ଫାଲଗୁନ ପୂରଣ୍ଣି ମାର ଉନ୍ମାଦିନୀ ରାତ୍ରିର 
ବର୍ଣ୍ଧ ନା ଚମକ୍ାର । ଏଠାରେ ଗୋପ କାମି ନୀଗଣଙ୍କର ମଣ୍ଡଳାକାର ରାସନୃତ୍ୟ ବର୍ଣ୍ଣନୀ ମଧ୍ୟ ଦେଖି ବାକୁ 
ମି ଜି ଥାଏ । ତେଣୁ ' ଗୋପକେଳି' କୁ ଶୃଙ୍ଗାର କାବ୍ୟର ମାନ୍ୟତା ମଧ୍ୟ ଦିଆ ଯାଇଥାଏ ! ‘ପରିମଳା'ର 
ଶୃଙ୍ଗାର ବର୍ଣ୍ଣ ନାରେ ମଧ୍ଯ ଗୀତଗୋବି ନ୍ଦର ପ୍ରଭାବ ଅନୁଭୂତ ହୋଇଥାଏ | 


ଷେ।ଡଶ ଶତାଦ୍ଦୀର ଅନ୍ୟ ଜଣେ ଭଚ୍ତ ନାପି ତ ତ୍ରିଲୋଚନ ଗୀ ତଗୋବି ନ୍ଦର ଅନୁବାଦ କରି ଛନ୍ତି ଓ 
ଏହାର ଲୌକିକ ଅର୍ଥ ଭିନ୍ନ ଅଲୌକିକ ଅର୍ଥାତ୍‌ ତାର୍ଵିକ ଅର୍ଥ ନିରୂପଣ ମଧ୍ଯ କରିଛନ୍ତି । ଗୀତଗୋବିନ୍ଦ 
ପଠନ ପୂର୍ବରୁ ଯେଉଁ ମାନସିକ ପ୍ରସ୍ତୁତି ଦରକାର, ସେଥ୍ପାଇଁ ଗୀତଗୋବିନ୍ଦର ସେହି ଟୀକା ପଠନ 
କରିବାକୁ କବି ସୂଚନା ପ୍ରଦାନ କରି ଛନ୍ତି । ଏହି ଅନୂବାଦରେ ରାଧାଙ୍କ ଦେହର ନିମ୍ବ ଭାଗରେ ଥୁବା 
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କୂଣ୍ଡଳିନୀ ସ୍ଵରୂପିଣୀ ଜୀବାତ୍ଵା ଏବଂ କୃଷ୍ଣ ଦେହର ଶୀର୍ଷ ଭାଗରେ ଥ୍ବା ସହସ୍ର ଦନ ଚକ୍ରର ଜ୍ୟୋତିର୍ମୟ 
ବ୍ରହ୍ମ ଭାବରେ ଉପାସ୍ପ।ପିତ କରାଯାଇଛି । ଏହି ରାଧାକୃଷ୍ଣ ଙ୍କର କେଳିକୁଞ୍ଜ ହେଉଛି ଅନନ୍ତ ଦଳ ବିଶିଷ୍ଟ 
କମଳ । ‘ଚୀତଗୋବିନ୍ଦଂର ତାର୍ଵି କ ବ୍ୟାଖ୍ୟା ସହିତ ସମସ୍ତ ଅଶୁୟଜ ସମ୍ଭୋଗ ବର୍ଣ୍ଣନାକୂ ସେ ସାଂକେତିକ 
ଭାବରେ ପରିବେଷଣ କରିଛନ୍ତି । 


୧୫୧୦ ରେ ଶ୍ରୀ ଚୈତନ୍ୟଙ୍କ ଓଡ଼ିଶା ଆଗମନ ପରେ ରାଧାକୃଷ୍ଣଙ୍କ ପ୍ରେମଲୀଳାର ପ୍ରସାର ଅଧ୍କ 
ହୋଇଛି । ବିଲ୍ଵମଙ୍ଗଳଙ୍କର ˆ କୃଷ୍ଣକର୍ଣ୍ଣାମୃତ' ରେ ରାଧାକୃଷ୍ଣଙ୍କର ପ୍ରେମଲୀଳା ବ୍ୟାଖା କରାଯାଇଛି । 
ଏହି ସମୟରେ କ୍ଷତ୍ରିୟ କୃଷ୍ଣ ଗୋପାଳକ୍ୃଷ୍ଣରେ ରୂପାନ୍ତରିତ ହୋଇ ଛନ୍ତି ଓ ରାଧାପ୍ରେମ - ରକ୍କିଣୀ1 ଆଦି 
ଅଷ୍ଟ ପାଟବଂଶୀଙ୍କ ପ୍ରେମକୁ ମାନ କରିଦେଇଛି । ରାୟରାମାନନ୍ଦଙ୍କ ସ୍ଥାନ ଓଡ଼ିଶା ଇତିହାସରେ ସ୍ଵତନ୍ତ୍ର । 
ସେ ବୈଷ୍ଣବ ଧର୍ମର ମାନବୀୟ ବିଭୂତି ବିଷୟ ଅନ୍ୟକୂ ବ୍ରଝାଇଛନ୍ତି । ତାଙ୍କ ରଚିତ ‘ଜଗନ୍ନାଥ ବଲୁଭ'ର 
କଥା ଓ ଶୈଳୀରେ ଗୀତଗୋବି ନ୍ଦର ପ୍ରଭାବ ଲକ୍ଷଣୀୟ | 


ଷୋଡ଼ଶ ଶତାଦ୍ଦୀର କବି ମତ୍ତ ବଳରାମ ଦାସ ରାଧାକ୍ୃ ଷ୍ଣଙ୍କର ଅଭେଦ୍ୟ କନ୍ପନା କରି ଛନ୍ତି ! ତାଙ୍କର 
ଆରାଧ୍ୟ କୃଷ୍ଣ ହେଉଛନ୍ତି ' ଗୋପୀଜନବନୁଭ!' । ନିତ୍ୟସ୍ପ ଳରେ ନିତ୍ୟରାସର କଳ୍ପନା ଭିତରେ ବଜରାମଙ୍କ 
ସ୍ବା।ତନ୍ତ୍ୟ ଉପ ଲବ୍‌ଧ୍‌ କରିହୁଏ ! ବେଦାନ୍ତସାର ଗୁ ପ୍ରଗୀତା, ବ୍ରହୁସଂହିତା, ଞ୍ଞାନଉଜ୍ସ ଜନୀଳମଣି ଗୀତା, 
ବ୍ରହ୍ମାଣ୍ଡ ଭୂଗୋଳ ଓ ପଦ୍ଧବନରାସରେ ରାଧାକୃଷ୍ଣଙ୍କର ନିତ୍ୟଲୀ ଜାର ବର୍ଣ୍ଣନା ଦେଖାଯାଏ । 


ଜଗନ୍ନାଥ ଦାସ ଙ୍କ ଭାଗବତ ସଂସ୍କୃତ ଭାଗବତର ଅନୁବାଦ । ତେଣୁ ରାଧା” ଭାଗବତରେ କୌଣସି 
ଏକ ବିଶି ଷ୍ଟା ଗୋପୀ ଭାବରେ ଚିତ୍ରିତା । ମାତ୍ର ଶ୍ରୀ ଗୀତଗୋବିନ୍ଦୀ'ର ˆ କୃଷ୍ଣ।ୟ ତୂୁଭ୍ୟୁଂ ନମଃ”? ର 
ଅନୁରୂପ । ସେ କୃଷ୍ଣଙ୍କୁ ଅବତାରୀ ପୂରୁଷ ଭାବରେ ଗ୍ରହଣ କରି ଛନ୍ତି ଯଦିଚ ଦଶ ଅବତାରରେ କୃଷ୍ଣଙ୍କ 
ନାମ ନାହିଁ ତଥାପି ସେ ସକଳ ଅବତାରର ମୂ ଜଳଉତ୍ସ ଭାବରେ ଗୀତଗୋବି ନ୍ଦରେ ପରି କଳ୍ପିତ । 
ଅଚ୍ୁତାନନ୍ଦଙ୍କ ହରି ବଂଶର ୩ୟ ଖଣ୍ଡରେ ବାଳକ କୃଷ୍ଣଙ୍କୁ ନନ୍ଦ ସାଙ୍ଗରେ ଧରି ଗେୋ।ଠକୁ ଯାଉଥବା 
ସମୟରେ ବାଟରେ ବର୍ଷ। ଆସି ଛି । ତେଣୁ ନନ୍ଦ ବ୍ୟସ୍ତ ହୋଇ ଗାଁ। ଭିତରକୁ ଯାଉଥ୍‌ବା ରାଧାଙ୍କ ସାଙ୍ଗରେ 
କୃଷ୍ଣଙ୍କୁ ଘରକୂ ପଠେଇ ଦେଇଛନ୍ତି । ପଥ ମଧ୍ଯରେ ବର୍ଷ। ପବନ ହୋଇଛି ଓ ରାଧା କୃଷ୍ଣ ପରସ୍ପର ସହିତ 
ମିଳିତ ହେବାର ସୂ ଯୋଗ ସୃଷ୍ଟି ହୋଇଛି । ଏହି ବର୍ଷ।ର ବର୍ଣ୍ଣ ନା ଗୀତଗୋବି ନ୍ଦରେ ˆ ' ମେଘସୈ ମେଁ ଦୂର 
ମମ୍ବରଂ ପଦର ଅନୁରୂପ ! ଅଚ୍ୟୁତାନନ୍ଦ ଓ ଯଶୋବନ୍ତ ପ୍ରଭୃତିଙ୍କ ରାସ ସମୂହରେ ଯେ ଉଁ ବସନ୍ତକାଳୀନ 
ରାସର ବର୍ଣ୍ଣନା ଦେଖାଯଏ ତାହା ‘ଗୀତଗୋବିନ୍ଦ ର ପ୍ରଭାବକ୍ର ଆତ୍ୃସ୍ର କରିଛି । 


ଶିଶୁ ଶଂକରଙ୍କର ‘ଉଷ।ଭିଜାଷ” ଓ ବିଷୂ ଦାସଙ୍କ ପ୍ରେମାଲୋଚନା ତଥା “ କଳାବତୀ'ରେ 
ଗୀତଗୋବି ନ୍ଦର ଛନ୍ଦ ପତନ ତଥା ଶବ୍ଦଗୁ ନ ଶୈଳୀ ପ୍ରଣିଧାନ ଯୋଗ୍ୟ । 


“ କପୋଳ ପାଳୀ ପୁଲକ ମୁ କୁ ଳିତ ଉଲସି ଉଠେ କଳେବର 
କନକ କଦଳୀ ଜପ ନ ସ୍ତମ୍ଭ ତ କମ୍ଭ କଣ୍ଠେ ସ୍ବେ ଦନୀର 
ବାଳା ଯେ ଲପନ ବିମ୍ବ ପ୍ରକାଶି ଲା 
ବିପୂଳ ସପନ ପୀନ ପୟୋଧର ସଧୀରେ କମ୍ପି ଆରାସିଲା ।” ' ( ଉଷାରିଳାଷ ) 


ସପ୍ତଦଶ ଶତାଦ୍ଦୀର ଅନ୍ୟ ଜଣେ ବିଶିଷ୍ଟ କବି ଦୀନବନ୍ଧୁରାଜ ହରି ଚନ୍ଦନଙ୍କ ସଂଗୀତ ଗୁଡ଼ିକରେ 
ଗୀତଗୋବିନ୍ଦ ର ପ୍ରଭାବ ଖୋଜା ଯାଇପାରେ । ରାଧାକୃଷ୍ଣଙ୍କ ପରସ୍ପର ପାଇଁ ବ୍ୟାକୁଳତା, ପ୍ରତୀକ୍ଷାର 
ପୀଡ଼ା ଏବଂ ମି ଳନର କାମନା ଏ ସବୂରେ ମୂଳକଥା ! 


121 


Digitized by srujanika@gmail.com 
[୭] Iv J € 


ରୀତି ଯୁଗର ବିଶିଷ୍ଟ କବି ଉପେନ୍ଦ୍ର ଭଞ୍ଜ ନିଜ କାବ୍ୟରେ ସ୍ଵ କୀୟା ପ୍ରେମ ଆଦର୍ଶର ବ୍ୟାଖ୍ୟା 
କରି ଛତ୍ତ । ତେଣୁ ରାଧାପ୍ରେମର ବିଷୟ ଏହି ପର୍ଯ୍ୟାୟରେ ଅନ୍ତଃସଲୀଳା ଫଲ୍‌ଗୁ ଭଳି ବିଦ୍ୟମାନ ରହିଛି । 
ତଥାପି ତାଙ୍କର ¢ ଶ୍ରୀମତୀ ଶ୍ରୀପତି ବୃନ୍ଦବନେ କେଳି ରଚିଲେ  , ˆ ମଲ୍ୟମାଳ ଶ୍ୟାମଙ୍କୁ ଦେବି! , 
ଆଗୋ ପ୍ରିୟ ସହି, ଛାତି ପଥର କଲିଣି ସହି ସହି ' ଭଜି ରଚନାରେ ରାଧାକୃଷ୍ଣଙ୍କ ପ୍ରଣୟର ମଧୁର 
ମୂର୍ଚୁନା ଶୁଣାଯାଏ । 


ଦୀନକୃଷ୍ଣ ଦାସଙ୍କର ' ରସକଲ୍ଲେ।ଳ' ଓଡ଼ିଆ ସାହିତ୍ୟରେ ଏକ ଅନ୍ୟନ୍ୟ ସାଧାରଣ ଗ୍ରଛ। 
ରାଧାକୃଷ୍ଣ ଙ୍କର ମି ଳନ ବି ରହର ବର୍ଣ୍ଣ ନା ମଧ୍ୟରେ ଶୈ ଜୀର ବୈଷ୍ଠବଧର୍ମୀ ଆତ୍ସସମର୍ପଣର ଭାବନା ଏହାର 
ବିଶେଷତ୍ଵ । ଏହି 'ରସକଲ୍ଲେଳ'ର ଛାନ୍ଦ- 


* କୁସୁମ ସମୟ ହୋରଲା ଉଦୟ ଦକ୍ଷିଣ! ପବନ ବହିଲା 
କାମ ଦେବଦୂତ ହୋଇ ମହାମତ୍ତ ପଞ୍ଚମ ସ୍ଵରରେ କହିଲା 
କନ୍ଦର୍ପ, ଦର୍ପ ହୋଇଲା ଅତିଶୟ 
କୂସୂମ ବିଶି ଖ କରିବାକୁ ଲାଖ କାମୀ କାମିନୀ କଲେ ଭୟ 


କମଳ ରସାଳ ନୀଳ ଉତପଳ ନିଆଳି ଅଶୋକ ବିକାଶ 
କାମ ପଞ୍ଚବାଣ କାମୀ ପଞ୍ଚପ୍ରାଣ ଘେନିମାକୁ ହେଲେ ପ୍ରକାଶ 
କେତକୀ, କୁଚ କି ହୋଇଲା ପ୍ର କଟ 
କାନା କାନ୍ତ ଭେଟ ହୋରଲା ଅଭେଟ ଜୀବ ଯି ବା ହେଇ। ନିକଟ ।” 
ଏହା ଗୀତଗୋବି ନ୍ଦର ୩ୟ ସର୍ଗ ୭ମ ପ୍ରବନ୍ଧର ଭାବକୁ ଆତୃସ୍ଥ କରିଛି : 


ମଳୟକରଜୋ ନେଦଂ ଭସ ପ୍ରି ୟାରହିତେ ମୟି 
ପ୍ରହର ନ ହରତ୍ରାତ୍ୟାନଙ୍ଗ କୁଧା କିମୁ ଧାବସି | 
ପାଣୌ ମା! କୁରୁ ଚୃତଶାୟକମମୂ ° ମାଚାପମାରୋପୟ 
କ୍ରୀଡ଼ାନି ଚି ତବି ଶଵ ମୂ ଛି ତଜନାଘାତେନ କିଂ ପୌରୁଷମ୍‌ ॥” 
ରସକଲ୍ଧୋଳର ଏହି ସଂପୂର୍ଣ ଛାନ୍ଦଟି ଗୀତଗୋବି ନ୍ଦର ପ୍ରତ୍ୟକ୍ଷ ଭାବରେ ରଚିତ ହୋଇଥ୍‌ବା ସମ୍ଭବ ! 
ଯେଉଁଠି ରାଗ ଅନୁରାଗର ବର୍ଣ୍ଣନା ହୃଦ୍ୟ ସେଠାରେ କବି ଜୟଦେବଙ୍କ ଠାରେ ହିଁ କୃତଜ୍ଞ ମନେ ହୋଇଛନ୍ତି । 


ଭୂପତି ପ୍ରି ତଙ୍କ ପ୍ରେମପଞ୍ଚାମୃତ ଓ ଲୋକନାଥ ବିଦ୍ୟାଧରଙ୍କ ସର୍ବାଙ୍ଗ ସୁ ନ୍ଦରୀରେ ' ଗୀତଗୋବିନ୍ଦ 
ର ପ୍ରଭାବ ଯଥେଷ୍ଷ । ‘ସର୍ବାଙ୍ଗସୁ ନ୍ଦରୀ'ର ୭ମ ଛାନ୍ଦରେ 


' ଏତେ ବୋଲି କରିଗଲେ ମଭ କରୀ ଗମନୀ ଆରାମ ମଧ୍ଯକୁ 
ପ୍ରଥମେ ଆଣି ଲେ ନୟନ ପଥକୁ ନବରସାନ୍ଦ ମୁ କୂଳକୁ 
କହି, ସଖୀଏ ମଦନ ତୂୃଣୀର 


ନୋହିଲେ କିମ୍ପାଇ ହୋଇଛୁ କୁଟିଳ ପ୍ରଖର ଶିଳୀମୁ ଖପୁର ! 


ଏହି ପଦ 'ଗୀତଗୋବିନ୍ଦର ୩ୟ ପ୍ରବନ୍ଧର 
“ “ମଦନ ମହୀପତି କନକ ଦଶଣ୍ଡରୂଚି କେଶର କୁସୁମ ବିକାସେ | 
ମିଳିତ ଶିଳୀମୂଖ ପାଟଳୀ ପଟଳ କୃତସ୍ଟର ତୃଣ ବିଜସେ ॥ ' ' 
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ପ୍ରତିଧ୍ବନି ମାତ୍ର । ଏହି ସର୍ବାଙ୍ଗସୂନ୍ଦରୀ” ଗୀତଗୋବିନ୍ଦର ଅନ୍ୟତମ ବିଶିଷ୍ଟ ଟୀକାଗ୍ର ଛତ ଭାବରେ 
ପ୍ରତିଷ୍ଠିତ । ସମଗ୍ର ଛାନ୍ଦ କାମୀ -କାମି ନୀଙ୍କର ପ୍ରଣୟ ଭାବନାରେ ଉଦ୍ଦୀପନ ବିଭାବ ଭାବରେ ବସ ତ୍ତର 
ବର୍ଣ୍ଧ ନା କରାଯାଇଛି । 


‘ବିଦଗ୍ଧଚିନ୍ତାମଣି? କୁ ଗୋପୀପ୍ରେ ମର ଶ୍ରେଷ୍ଠ ନି ଦର୍ଶନର ସାହିତ୍ୟ ଭାବରେ ଗ୍ରହଣ କରାଯାଏ । 
ବିଦଗଧ୍ଚିନ୍ତାମଣିର ୫୨ ଛାନ୍ଦ ' ଶ୍ରୀରାଧା ବାତୂଳୀ ପ୍ରେମରତ୍ସତୂଳି'', ୭୫ ଛାନ୍ଦ ' ଧୀରେ ରାଧା 
କର ଧରି କହୁ ଛନ୍ତି ଦୂତୀକି ' ' ଭଜି ଅଂଶରେ ରାଧା ଓ କୃଷ୍ଣଙ୍କ ପରସ୍ପର ପାଇଁ ଯେଉଁ ବ୍ୟାକୂଳତା ତାହାକୁ 
କେବଳ ଅପାର୍ଥିବ କହିଲେ ବିଶ୍ବ ସାହିତ୍ୟର ପ୍ରେମିକ ପ୍ରେମି କାମାନଙ୍କର ଅମର୍ଯ୍ୟାଦା ହେବ । କାରଣ 
ରାଧ। ଓ କୃଷ୍ଣ କେବଳ ଏଠାରେ ଜୀବ ପରମ ବା ଭନ୍ତ ଭଗବାନ ନୁହନ୍ତି ସେମାନେ ଅନୁରାଗର ପ୍ରତିଭୂ । 
ମନସର ଗୁଣ ଦୋଷର ସମନ୍ବିତ ରୂପ, ଯାହା ଗୀତଗୋବିନ୍ଦବୁ କାଳୋରୀର୍ଣ୍ଣ କରି ପାରିଛି । 


ଅଭିମନୁ୍ୟୁଙ୍କର ଅନ୍ୟ ଏକ ବିଶିଷ୍ଟ କୃତି ପ୍ରେମଚିନ୍ତାମଣି'ର ୫୯ଛାନ୍ଦରେ ଗୀତଗୋବିନ୍ଦର 
ଅନୁବାଦକୂ ଖୋଜା ଯାଇପାରେ । ଗୀତଗୋବି ନ୍ଦର ୧୪ଶ ପ୍ରବନ୍ଧରେ- 


*  ହୂରିପରି ରମ୍ଭଣ ବଳି ତବିକାରା । ˆ ଜୁଚକଳଶେୋପ ରି ତରଳି ତହାରା ॥| 
ବି ଚଳଦଳକଲଳି ତା ନନଚନ୍ଦା ତଦଧରପାନରଭସ କ୍‌ ତନ୍ଦ୍ରା । 
ଚଞ୍ଚଳକୁ ଶ୍ତ ଳ ଦଳି ତକପୋଳା । ମୁ ଖରିତରସ ନଜଘ ନଗତି ଲୋଳା ।। ' 


ପଦମାନଙ୍କୁ ଆମେ ପ୍ରେ ମଚିନ୍ତାମଣିରେ ଏହିଭଳି ଭେଟିବା । 
+ + + 


* ଗଳୁଆଇ ତାର ଶ୍ର1ଅଙ୍କୁ ଝାଳ, ଚଳୁ ଆଇ କଣ୍ଠେ ସୂ ବର୍ଣ୍ଣ ଚଳ 
ଖେଳୁଥାଇ ହୃଦ ଉପରେ ହାର ଢାଳୁ ଥାଇ ନେତ୍ର ବାରକୁ ବାର ଯେ 
ଲୋଳୁ ଥାଇ ଚନ୍ଦ୍ରଝୁ ଖା ଯେ 
ଚଳୁ ଥାଇ ମନେ ଘନ କୋଲୁ ଆସି ପ୍ରଚଳୁ ଅମୁ ଜି ଶମ୍ପା ଯେ? 


କେବେ ବିଦଗ୍ଧଚିନ୍ତାମଣି କାର ରାଧାଙ୍କ ଦ୍ଵାଦଶାଭରଣମଶ୍ତିତା, ଷୋଳଶ୍ଙ୍ଗାର- ସିବ୍ଧା ଓ 
ବିଂଶତି ଭାବମଶ୍ତି ତା ଭାବରେ ବର୍ଣ୍ଣନା କରି ଛନ୍ତି । କେବେ ମଧ୍ଯ ରାଧାଙ୍କର ରତିପ୍ର ବଣା ରୂପର ବର୍ଣ୍ଣନା 
କରିବା ପାଇଁ ଆଗ୍ରହୀ ହୋଇଛନ୍ତି 


କିଶେୋରଚନ୍ଦ୍ର ରାଜେନ୍ଦ୍ର ଦେବଙ୍କ ଦ୍ଵାରା ରଚିତ ‘ଝୁଲଣ ଚମ୍ପ ', ବସନ୍ତ ରାସ! , ‘ଚନ୍ଦନ ଯାତ୍ରା 
ପାଲା , ‘ରାଧାପ୍ରେମ ଲୀଳା’ , ପାରଳାନିବାସୀ ରଘୁନାଥ ପରିଛାଙ୍କ ‘ରାଧାମାଧ ବବିଳାସ' ପ୍ରଭୃତିରେ 
ଏହି ରାଗାନୂଗ। ଭକ୍ତିର ପ୍ର।ବଲ୍ଯ ଲକ୍ଷ୍ୟ କରାଯାଏ । 


ଓଡ଼ିଆ ରାସ ପରଂପରାରେ ଗୀତଗୋବି ନ୍ଦର ଅପ୍ର ତି ହତ ପ୍ରଭାବ ଦୃଷ୍ଟିଗୋଚର ହୁଏ । ବଳରାମ 
ଦାସଙ୍କର ପଦ୍ଧବନ ରାସ , ଜଗନାଥ ଦାସଙ୍କ ରାସ, ଯଶୋବନ୍ତ ଓ ବୀରକେଶରୀ ଦେବ ପ୍ରଭୃତିଙ୍କ ରାସରେ 
ରାଧାକୃଷ୍ଣଙ୍କ ଲୀଳା ବିଜାସର ବର୍ଣ୍ଣନା ଚମ ଜାର । ଅଷ୍ଟାଦଶ ଶତାଦ୍ଦୀର ପି ରି କ ଶ୍ରୀଚନ୍ଦନଙ୍କର ବସନ୍ତ 
ରାସ ଏହି ପର୍ଯ୍ୟାୟର ଅନ୍ୟ ଏକ ଲୋକପ୍ରିୟ ରଚନା, ବନମାଚୀଙ୍କ ରାସକୁ ଏ ପ୍ରସଙ୍ଗରେ ଉଲ୍ଲେଖ 
କରାଯାଇପାରେ । ଗୀତଗୋବି ନ୍ଦର ୩ୟ ପ୍ରବନ୍ଧର ୨ୟ ପଦ : 
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* ଭୁନ୍‌ଦମଦନ ମନୋରଥ ପଥ୍‌୍କବଧୂ ଜନ ଜନିତ ବିଳାପେ 
ଅଳିକୂଳ ସଂକୁଳ କୁସୁମସମୂହ ନିରାକୁଳ ଚକୁଳ କଳାପେ ! 


ପି ଣ୍ତି କ ଶ୍ରୀଚନ୍ଦନଙ୍କର ବସନ୍ତ ରାସରେ ଅବିକଳ ରୂପ ପାଇଛି । 


“ମଳୟ ଅଚଲ ସମରି ପ୍ରଚଲ ଦକ୍ଷି ଣ। ପବନ ବହିଲ 
ତରୁ ଲତା ସବୁ ନୂତନ ପଲ୍ଲବ ରସାଲ ମୂକୁଲ ଧଇଲ 
ନବ ବସନ୍ତ ସମୟ, ନବ ବୃନ୍ଦାବନ ରସମୟ ହେ 
ନବ ମାଳବିକା ମଧୂ ପଜୀବିକା ମଲ ବଲ ଫୁଲେ ଭରିଲ 
ନିଆଲି କମଲ ନୀଲ ଉତପଲ ଗନ୍ଧ ଗନ୍ଧବହ ବହିଲ 
ନବ ବସନ୍ତ ସମୟ, ନବ ବ୍‌ ନ୍ଦାବନ ରସମ ହହେ ! ” 


ରସାତ୍ସକ ଭାବରେ ବସନ୍ତ ବର୍ଣ୍ଣ ନା ଓ ତହିଁରେ ରାସ ରସି କ କୃଷ୍ଣ ଚନ୍ଦ୍ରଙ୍କର ପ୍ରୀତି ଭାବନା ବସନ୍ତରାସର 
ବୈଶିଷ୍ଟ୍ୟ । କାମପଞ୍ଚଶର ବସନ୍ତରେ କାମୀ ଓ କାମିନୀ ଉଭୟଙ୍କୁ ଅଧୈର୍ଯ୍ୟ କରେ ଓ ବସନ୍ତ ସମୟ 
ଅନୁଭାବ ଭାବରେ ଏହି ବାସନାକୁ ବହୁଗୁଣିତ କରେ । ତାହାର ମନୋଞ୍ଚ ବର୍ଣ୍ଣନା ନେଇ ଅନେକ ରାସ 
ରଚିତ ହୋଇଛି | ମଳୟ, ପି କସ୍ ନ, ବକୁଳ, ଭ୍ରମର, ମଲ୍‌ ଏସବ ବସନ୍ତର ଦୂତ ଭାବରେ ପରି କଳ୍ଜିତ 
ଏହି ପରି ବେଶ ମନରେ ପ୍ଲି ୟମି ଜନର ଆଶାକୁ ଭଜୀ ବିତ କରେ । ସମଗ୍ର ପ୍ରକୃତି ପାଲଟିଯାଏ ପ୍ରେମର 
ମଧୁମୟ ପ୍ରକାଶ । 


ଓଡିଆ ସାହିତ୍ୟର ରୀତି ଯୁଗ ପରେ ଯେଉଁ ଗୀତିଯୁଗ ବା ସଙ୍ଗୀତ ଯୁଗ ଅଷ୍ଟାଦଶ ଶତାଦ୍ଦୀରେ 
ଆସିଛି ପିଶ୍ିକ ଶ୍ରୀଚନ୍ଦନ ପ୍ରଭୃତି ତାର ପ୍ରାରମ୍ଭ କାଳର କବି । କିନ୍ଧୁ ବନମାଜୀ, ଭକ୍ତଚରଣ, 
ଗୋପାଳକୃଷ୍ଣର କବିସୂର୍ଯ୍ୟ ଯଦୂମଣି, ଗୌରହରି ଓ ଗୌରଚରଣ ପ୍ରଭୃତିଙ୍କ ସାହିତ୍ୟରେ ଆମେ 
ରାଧାକ୍ୃଷ୍ଣଙ୍କର ମି ଜନ ତଥା ବିରହର କଳାକମନୀସ୍ସ ଚିତ୍ର ପାଇଥାଉଁ ! ବନମାନୀଙ୍କର ' କିଲାଜ ପାଇଲି 
ଆଜରେ ବାନ୍ଧବୀ ' , ' ଶ୍ୟାମଳ ଗାତ୍ରେ ମେ। ନେତ୍ର ପଡ଼ିଲାରେ ' ? ଭଳି ଛାନ୍ଦରେ ' ଗୀତରୋବିନ୍ଦଂର 
ଭାବବି ଜାସ ଲକ୍ଷ୍ୟ କରାଯାଏ ! କବିସୂର୍ଯ୍ୟଙ୍କ କିଶୋର ଚନ୍ଦୁ।ନନ୍ଦ ଚ୍ଚ ର ପ୍ର।ୟ ପ୍ରତ୍ୟେକ ଗୀତରେ ସେହି 
ଭାବ ରକ୍ଷ୍ୟଣୀୟ । 


 “କୁସୂମ କୋଦଣ୍ଡ କାଣ୍ଡ କେତେ କରିଥ୍ଲା ରୁଣ୍ଡ 
କର୍କଶ ନୋହି ବା ଭାରତୀରେ 
କହୁ ଛୁ ବରତି ଇଜ଼ା କେବଳ ହେଲା ମୋ ମଜା 
ମଢି ଯିବି କି ଉଭଭାରତିରେ' — ଭସ ୧୫ 
‘ଗୀତଗୋବିନ୍ଦ ର ଷୋଡ଼ଶ ପ୍ରବନ୍ଧର ଦ୍ଵିତୀୟ ପଦ “ ‘ବିକଶିତ ସରସି ଜ ଲଳିତ ମୁଖେ ନ ସୂଟତି 
ନ ସା ମନସି ଜବିଶି ଖେନ' ' ଭଳି ପଦରେ ଖୋଜାଯାଇପାରେ । କବିସୂର୍ଯ୍ୟଙ୍କର କହିବାକୁ ଲାଜ, କେଉଁ 
କାରଣ ଭଳି କବିତାରେ ସି ଧ।ସଳଖ ଗୀ ତଗୋବି ନ୍ଦର ଭାବାନୁବାଦ ଦେଖ୍ଲେ ଜଣାଯାଏ ଯେ ସମଗ୍ର 
ଓଡିଶାର ସଙ୍ଗୀତ ପରଂପରାକୁ ଗୀତଗୋବିନ୍ଦ କିଭଳି ପ୍ରଭାବିତ କରିଥ୍ଲା । 
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ଖସି ପଡ଼ି ଲାକରୁ ବିପଞ୍ଚ୍‌ ଧରୁ ଧରୁ 

ମେରୁ ଗରୁଆ ହେଲା ଗରା ଫୁଲ 
ଟେକି ନୋହିଲା ମୂଖ ତହିଁ ପଞ୍ଚବିଶିଖ 

ଚଣ୍ଡାଳ କଲା କେତେ କଲବଲ 
ଚୂମ୍ଦିଲେ ଅଂଗସୀମା ଜାତ ପୂଲକରମୀ 

ଶୀତ୍‌କାର ଉପୂ ଜିଲା ବାରମ୍ବାର 
ନିବିଡ ତୂକବନ୍ଧ ଛାଡ଼ି ନ ଦେଲେ ବନ୍ଧୁ 

ପଚ୍ଟାଇବାକୁ କାହିଁ ରାହା ମୋର, 

( କହିବାଢୁ ଲାଜ ) 

ସମୁ ଦି ତମ ଦନେ ରମଣୀ ବଦନେ ଚୂମ୍ବନବଳି ତାଧରେ । 
ମୃ ଗମ ଦତି ଜକଂ ଲି ଖ ତି ସ ପୁ ଇକଂ ମୃଗ ମି ବ ରଚଚନୀକରେ ॥ ( ୧୫ଶ ପ୍ରବନ୍ଧ) 


ଏହି ଉଚି ଶତାଧ୍‌ କ ପଦରେ ଗୀତଗୋବି ନ୍ଦର ଭାଷ।, ଭାବ, ଛନ୍ଦ ତଥା ରସର ସମାବେଶ ଲକ୍ଷ୍ୟ 
କରାଯାଇପାରେ ! 


ଲୋକପ୍ରିୟ ସାହିତ୍ୟରେ ରାଧାକୃଷ୍ଣ ଲୀଳା ପ୍ରସଙ୍ଗ ଖୁବ୍‌ ଲୋକପ୍ରିୟ । ବିଭିନ୍ନ ଲୀନା, କୁମାର 
ପୂର୍ଣ୍ଣମୀ ଓ ହୋଲି ଉତ୍ସବ ପ୍ରଭୃତିରେ ଏ ଧରଣର ସଙ୍ଗୀତ ଗାନ କରାଯାଉଥ୍‌ ଲା । ଲୋକମାନସକୁ ଆନନ୍ଦ 
ଦେବା ଉଦ୍ଦେଶ୍ଯରେ ଏଥ୍‌ରେ କେବଳ ଲଘୁ ଶ୍‌ ଗାର ରସ ପୂରି ରହିଥ୍ଲ। ! ପତିତ ସହଜିୟା 
ସାଧକମାନଙ୍କର ପ୍ରେମବିଳାସ ଓ ଏଥ୍‌ପ୍ରତି ଜନମାନସର ପ୍ରତିକ୍ରତିୟ। ଏଥ୍‌ ସହିତ ମିଶି ଯାଇଥଲା । 
କୃଷ୍ଣଙ୍କ ପ୍ରେମଲୀନା ସଂପର୍କୀୟ ସଙ୍ଗୀତମ।ନଙ୍କରେ ରାଧା ସମେତ ସକଳ ଗେୋପାଙ୍ଗନାଗଣ ଅସତୀ ଓ 
କୃଷ୍ଣ ସାଧାରଣ କାମାତୂର ରସି କନାଗର ଭାବରେ ଚିତ୍ରିତ । କେତେକ ଗୀତି କବି ତାରେ ରାଧା ସାଧାରଣ 
ଗୋପାଳୁଣୀ ଯେ କି ପରପୂରୁଷ ରସିକା । କିନ୍ତୁ ଚୈତନ୍ଯପନ୍ତୀ ସାଧ କମ।ନଙ୍କ ମତରେ ରାଧା 
ବୃନ୍ଦାବନେଶ୍ବ ରୀ , ଅପ୍ର।କୃତ ପ୍ରେମରୂପା, କୃଷ୍ଣଙ୍କର ହ୍ଲାଦିନୀ ଶକ୍ତି । ଚଉତିଶା ସାହିତ୍ୟରେ ରାଧାକୃଷ୍ଣ 
ପ୍ରେମଲୀ ନା ବର୍ଣ୍ଠ ନା କାନରେ ରାଧାଙ୍କର ଏହି ଦୂଇ ରୂପର ସମନ୍ସୟ ଦୃଷ୍ଚି ଗେ।ଚର ହୂ ଏ । ସଦାନନ୍ଦ କବି 
ସୂର୍ଯ୍ୟ ବ୍ରହ୍ମାଙ୍କର ପ୍ରେମଚିନ୍ତାମଣି ଚଉତିଶା, ଚଉତିଶା, ଲୋକନାଥ ଧ୍‌ ବରର ରସକଦମ୍ବ ଚଉତିଶ।, 
ଦୀନକୃଷ୍ଣ ଦାସଙ୍କର ଅମୃତନିଧ୍‌ ଚଉତିଶ। ପ୍ରଭୃତି ଏହି ଶ୍ରେଣୀର ଚଉତିଶା । ଏସବ୍ର ଚଉତିଶାରୁ 
ଗୀତଗୋବିନ୍ଦର ମାଧୁର୍ଯ୍ୟ ଖୋଜିବା ନିରର୍ଥକ । ତଥାପି ରାଧା ଓ କୃଷ୍ଣଙ୍କର ପାରସ୍ପରିକ ସଂପର୍କ, 
ସେଥ୍ପାଇଁ ସାମାଜିକ କଟକଣା, ସମାଜର ପରିହାସ, ପରିବାରର ବାଧା ସତେ ପ୍ରେମର ବିଜୟଗାଥା 
ଏସବୂର ଉପଜ୍ୀବ୍ୟ ଓଡ଼ିଶାରେ ମିନୂୁଥ୍ବା ବିଭିନ ' ବୋରି”ରେ ମଧ୍ଯ ରାଧାକୃଷ୍ଣଙ୍କ ମି ଳନ ବିରହର ଗାଥା 
ଦେଖ୍‌୍ବାକୁ ମିଳିଥାଏ । 


ଉନବିଂଶ ଶତାଦ୍ଦୀର ପ୍ର ଥମ ପାଦ ବେଳକୁ ' ରାଧା” ଓଡ଼ିଆ ସାହିତ୍ୟରେ ତଥା ଓଡ଼ିଶାର ଆଧ୍ଧାତ୍ସିକ 
ଜଗତରେ ପ୍ରତିଶ୍ତିତ । ତେଣୁ ରାଧାକୃଷ୍ଣ ଙ୍କ ମିଳନ ସମୟର ଅଶାଳୀନ ପ୍ରସଙ୍ଗକୁ ଯଥାସମ୍ଭବ ପରିହାର 
କରି କବିମ।ନେ ଏହାକୁ ଆଧ୍ଯାତ୍ସିକ ରଂଗରେ ଅନୂରଂଜିତ କରି ଛନ୍ତି । ୧୯ଶ ଶତାବ୍ଦୀର ୨ୟ ଦଶକରେ 
ରଚିତ ˆ 'ଶ୍ରୀକୃଷ୍ଣଲୀଳା କନ୍ଧଲତା” ' ( ନଟବର ଭ୍ରମରବର ମର୍ଦରାଜଙ୍କ ନାମରେ ଭଣିତ), ଖଲିକୋଟ 
ରାଜା ନାରାୟଣ ମର୍ଦରାଜଙ୍କ ରଚିତ 'ଶ୍ରୀମହାରାହାସ” କବି କୃଞ୍ଜକରଙ୍କ “କୁଞ୍ଜ ବିହାର” ବିଶ୍ଵମ୍ଭର 
ରା ଜେନ୍ଦ୍ରଙ୍କର ‘ଶରଦରାହାସ' ପ୍ରଭୃତିରେ ରାଧାକୃଷ୍ଣଙ୍କ ବିରହ ବର୍ଣ୍ଣ ନା ଚମକ୍ରାର । 
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ଓଡିଆ ନାଟ୍ୟ ସାହିତ୍ୟରେ ବିଶେଷକରି ଗୀତିନାଟ୍ୟ, ଗୀତୀଭିନୟ ଓ ସୁ ଆଂଗ ପ୍ରଭୃତିରେ 
ଗୀତଗୋବିନ୍ଦ ର ଭାବ ସହଜଲବ୍ଧ । ୧୮୬୮ରେ ରଘୁନାଥ ପରିଛାଙ୍କ ଦ୍ଵାରା ରଚିତ ' ଗୋପୀନାଥ 
ବଲୁଭଂ ନାଟକରେ ରାଧାଙ୍କର ନାୟିକା ପ୍ର ସଙ୍ଗ ଉତ୍‌ଥାପିତ ହୋଇଛି । ତହିଁରୁ ସେହି ଲେଖକଙ୍କର 
କୃଷ୍ପୈ କପ୍ର।ଣତାର ପରିଚୟ ମି ଜେ । କିଶୋର ଚନ୍ଦ୍ର ରାଜେନ୍ଦ୍ର ଦେବଙ୍କ ଶ୍ରୀ ରାଧା ପ୍ରେମଲୀଳା ଓ ବସନ୍ତ 
ରାସରେ ରାଧାକୃଷ୍ଣଙ୍କ ପ୍ରସଙ୍ଗ ଉତ୍କୀର୍ଣ୍ଣ ହୋଇଛି । 


ବିଂଶ ଶତାବ୍ଦୀରେ ରାଧା ଆଉ ଧର୍ମୀୟ ଗୃ ଢ଼ବନ୍ଧନରେ ଆବଦ୍ଧ ନୁହଁନ୍ତି । ସେ ଅନନ୍ୟ ଭକ୍ତ, ତଥା 
ଜୀ ବନର ଉତ୍ତରଣର ପ୍ରତୀକ ଏକ ଆନନ୍ଦମୟ ମାର୍ଗର ଯାତ୍ରୀ । କବି ରମାକାନ୍ତଙ୍କ ଶ୍ର।ରାଧାରେ ଆମେ 
ଯେଉଁ ଧୈର୍ଯ୍ୟଶୀନା, ବ୍ୟକ୍ତିତ୍ଵ ମୟୀ ରାଧାଙ୍କୁ ଭେଟୁ ସେ ବୃଷଭାନୁ ଜେମା ମଧ୍ଯଯୁ ଗୀୟ ରାଧାଙ୍କଠାରୁ 
ଭିନ୍ନ ନୁହଁନ୍ତି, ତାଙ୍କର ଉତ୍ତରଣ ମାତ୍ର | 


୧୯ ୯୨ରେ ରଚିତ ନାଟକ ' ନାୟକ ଚନ୍ଦ୍ରସେଣାର” ରଚୟିତା କୁଞ୍ଜ ରାୟ ରାଧ! ଓ କୃଷ୍ଣଙ୍କ ମି ଜନ 
ନିମିର ହରିବଂଶ ତୁଲ୍ୟ ପରି ବେଶ ସୃଵ୍ଟି କରିଛନ୍ତି । ନନ୍ଦ କୌଣସି ଏକ ଅପରାହ୍ନରେ କୃଷ୍ଣଙ୍କୁ ନେଇ 
ବୃନ୍ଦାବନ ଅରଣ୍ୟକୁ ଯାଇଛନ୍ତି । ଏହି ସମୟରେ ବର୍ଷ! ଘୋଟି ଆସିଛି । ବିଜୂଜିର ଝଲକ ଓ ବଜ୍ରର 
ନିନାଦ ଶୁଣି କୃଷ୍ଣ ଭୟତତୀତ ହୋଇଛନ୍ତି । ତେଣୁ ସ୍ଵ।ନ ସାରି ଜଜକୂମ୍ଭ ନେଇ ଘରକୂ ଫେରୁଥ୍‌ବା ରାଧାଙ୍କ 
ସହିତ ନନ୍ଦ କୃଷ୍ଣଙ୍କ ଘରକୂ ପଠାଇଦେଇଛନ୍ତି । ପଥମଧ୍ଯରେ ବର୍ଷ। ହୋଇଛି ଓ କୃଷ୍ଣ ରାଧାଙ୍କ ନିକଟରେ 
ବୃକ୍ଷମୂଳେ ବସି ଜୀବନର ତାଦ୍ତି କ ବ୍ୟାଖ୍ୟ। ଶୁଣି ଛନ୍ତି । 


ରାଧା- “ ଶୁଣିଚି ଏଇ ବଂଶୀର ସ୍ବର ଶୁଣି ହିଂସ୍ଵ ପଶୁ , ନିଃସର୍ଗ ପ୍ରକୃତି ସମସ୍ତେ ସ୍ଥିର ହୋଇ 
ଯାନ୍ତି ! ସେଇ ବଂଶୀ ବଜାଇ ତମେ ଏ ମେଘମାନଙ୍କୁ ଶାନ୍ତ କରିପାରିବ ନାହିଁ ? 
( ନାୟକଚନ୍ଦ୍ରସେଣ-ପୃ ୨୩) 


କୃଷ୍ଣଙ୍କ ବଂଶୀନାଦ ଶୁଣି ବଜ୍ର ବିଦ୍ୟୁତ ସହବ୍‌ଶ୍ଟି ମଧ୍ୟ ବନ୍ଦ ହୋଇଯାଇଛି, ଏହି ଦୃଶ୍ୟଟିକୁ 
ଗୀତଗୋବିନ୍ଦର ମେଘ ବର୍ଣ୍ଣ ନାର ଭାବାବେଗ ସହିତ ତୂଜନା କରାଯାଇପାରେ । 


ଗୀତଗୋବିନ୍ଦ ପଞ୍ଚଦଶ ଶତାଦ୍ଦୀରୁ ବିଂଶ ଶତାଦ୍ଦୀର ପ୍ର।ନ୍ତଭାଗ ପର୍ଯ୍ୟନ୍ତ ଓଡ଼ିଶାର ସାହିତ୍ୟ 
ସଂସ୍କୃତିକୁ ପ୍ରଭାବିତ କରିଚାଲିଛି । କେବେ ଧର୍ମୀୟ ଭାବନା ଭିତରେ ଦଶାବତାର ସ୍ର।ନ ପାଇଛି ତ କେବେ 
ପ୍ରକୃତି ବର୍ଣ୍ଣନା ଭିତରକ୍ୂ ବର୍ଷ। ଓ ବସନ୍ତର ଅନୁପମ ବର୍ଣ୍ଣନା ପଶି ଆସି ଛି । କେବେ ବଧୂ ବା ପ୍ରେମିକା 
ପାଇଁ ଝୁରି ହେଉଥ୍ବା ବେଳେ ସ୍ରଷ୍ଟା ରସଶେଖର କୃଷ୍ଣଙ୍କ ସ୍ଵରଣ କରିଛି ଓ କେବେ ମାନିନୀ ନାୟିକା 
ନିଜ ପ୍ରେମିକ ପୁରୁଷ ନିକଟରେ ଅଭିମାନ କରିବା ସମୟରେ ଅଜାଣତରେ ରାଧାର ସତ୍ତା ତା ଭିତରେ 
ସଂଚରି ଯାଇଛି । ପ୍ରେମର ଯେଉଁ ଦିବ୍ୟ ଉପଲବ୍‌୍ଧ୍‌ ସମଗ୍ର ବିଶ୍ଵ ବ୍ରହ୍ଲା୍ତକୁ ଚଳନଶୀଳ ତଥା ମହନୀୟ 
କରି ରଖ୍‌ ପାରିଛି 'ଗୀତଗୋବି ନ୍ଦ ସେହି ଭାବକୁ ଚିରନ୍ତନ କରିବାରେ ନି ଜର ଭୂମି କା ସଂପାଦନ କରିଛି । 
କେବେ ଅନ୍ତଃସ୍ରେତା ଫଲ୍‌ଗୁ ଭାବରେ ତାହା ନିଜର ଉପସ୍ଥିତି ଜାହିର କରି ଛି ତ କେବେ କୁଳ ପ୍ଲାନ୍ଧିନୀ 
ଚିରସ୍ତେ।ତା ନଦୀ ଭଳି ଓଡିଶାର କାବ୍ୟ ପରଂପରାକୁ ପ୍ଲାବିନୀ କରିଛି । ତେଣୁ ଗୋଟିଏ କଥାରେ କହିଲେ 
ଓଡ଼ିଆ ସାହିତ୍ୟ ଦୀର୍ଘ ଛଅଶହ ବର୍ଷ ଧରି ଗୀତଗୋବିନ୍ଦ ଦ୍ଵାରା ପ୍ରଭାବିତ ହୋଇଚାଲିଛି । 


* 
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ଜୟଦେବଙ୍କ ଜନ୍ମସ୍ଥାନ: ପୂରୀପ୍ରାନ୍ତେ 
ଗୋପନାଥ ମହା/ପ/ବଚ 


Jayadeva’s Birthplace : In the Vicinity of Puri 
Gopinath Mahapatra 


[The paper is a study of the problem in a new light. Beginning 
with a note of caution the writer goes on to outline the controversy 
between the scholars of West Bengal and Orissa each claiming the 
poet’s birthplace to be in their respective states. He then speaks of the 
field research conducted by Kedarnath Mahapatra ef al. in the Prachi 
valley leading to their findings of the village Kenduli, identified with 
the poet’s birthplace, which has also been accepted by some Bengali 
scholars like Sukumar Sen and others. 


The writer then turns to the writings by saints: Bhaktamala (1585) 
by Navaji of Rajasthan, Priya Das’s commentary on the same (1712), 
Bhaktavijaya (1762) by Maharashtra’s saint-poet Mahipati, Bhaktamala 
(I. 1768-69; II. 1799-1800) by Krushna Das of Bengal, Dardhyatabhakti 
(18th century) by Ramdas of Orissa, etc. All these works mention the 
name of the village as Kenduvilva, Vinduvilva or Kenduvillu (but none 
as Kenduli) and that too placing it in the vicinity of Puri. Concluding 
his paper with a quotation from Bhaktamala by Chandradatta of Mithila, 
the writer conjectures that Jayadeva’s birthplace Kenduvilva was a 
Brahmana village within the stipulated 16 km (panchakrosha) vicinity 
of Puri, which has yet to be explored. 


The writer is silent about the common practice of sanskritising 
the popular name while recording it in Sanskrit, or a possibility of the 
effect of sound change. He is not willing to accept the word pranta 
(vicinity) in its extensive sense, especially when referred to by a visitor 
from a far-off place.—-Editors] 


ପୁରୁଣା କଥା! ହେରାଣି । ଓଡ଼ିଆ କବି କବିରାଜ ଜୟଦେବ । ଅନେକ ଲେଖା ଏହା ଉପରେ 
ପ୍ର କାଶିତ ହେଲାଣି । ତଥାପି ସନ୍ଦେହ ଯାଇ ନାହିଁ । ଅନେକ କହୁଛର୍ତି ଜୟଦେବଙ୍କ ଘର ବଙ୍ଗଳାରେ । 
ସେ ଲକ୍ଷ୍ଟଣସେନଙ୍କ ସଭା କବି ଥଲେ । ଏପରିକି ଦୂରଦର୍ଶନରେ ମଧ୍ଯ ଦିଲ୍ଲୀରୁ ବେଳେ ବେଳେ ଏହି 
ତଥ୍ୟ କୁହାଯାଉଛି । ଜୟଦେବ ସର୍ବଭାରତୀୟ ! ଭାରତର ଚାରି ଆଡେ ଗୀତଗୋବିନ୍ଦ ବୋଲାଯାଉଛି । 
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ଏ ଗ୍ରନ୍ତ ସର୍ବତ୍ର ଲୋକପ୍ରିୟ । ସେଥ୍‌ପାଇଁ ସର୍ବଭାରତୀୟ ସ୍ତରରେ ପଶ୍ଡି ତମାନେ ଏହି ମହାକବିଙ୍କୁ ଓଡ଼ିଶାର 
କି ବଙ୍ଗଳାର, ଏହି ସମସ୍ୟାଟିକୁ ଚିନ୍ତା କରିବାକୁ ହେୟ ମନେକରୁ ଛନ୍ତି । ତଥାପି ବଙ୍ଗଳାର ଓ ଓଡ଼ିଶାର 
ଲେଖକ ତଥା ଆଲୋଚକମା।ନେ ଏହି ବାଦାନୁବାଦ ଭିତରେ ପଶି ବେଳେ ବେଳେ ଲେଖାମାନ ପ୍ରକାଶ 
କରୁ ଛନ୍ତି । ଏପରି ଆଲୋଚନା ପର୍ଯ୍ୟାଲୋଚନାର ଆବଶ୍ୟକତା ଯେ ନାହିଁ; ତାହା କୁହାଯାଇପାରିବ 
ନାହିଁ । ଅବଶ୍ୟ ସେଥ୍‌ ପାଇଁ ନିରପେକ୍ଷ ତଥା ନିରବଛିନ୍ନ ଗବେଷଣା ଚାଲିବା ଦରକାର | ଯୁକ୍ତି ସମ୍ବଳିତ 
ସମ।ଲୋଚନା ହେବା ଦରକାର । ସତ୍ୟର ଉଦ୍‌ଘାଟନ ଶାଳୀ ନତା ଭିତରେ ହେବା ଦରକାର ! ଅସୂୟା 
ଭିଚରେ ନୂହେଁ । ସବୂଥ୍ପାଇଁ ପୁମ।ଣ ଆବଶ୍ୟକ । ତାହା ହିଁ ଗବେଷଣା । ସେଥ୍ପାଇଁ ପରା 
କୁହାଯାଇଛି; - “ ବାଦେ ବାଦେ ଜାୟତେ ତରୁ ବୋଧଃ ? । 


ଜୟଦେବ ସ୍ଵୟଂ ତାଙ୍କ ଜନ୍ଧସ୍।ନର ସୂଚନା ଦେଇ ଲେଖ୍‌ ଛନ୍ତି; -  ' କେନ୍ଦୁବିଲ୍ନ ସମୁ ଦ୍ରସମ୍ଭବ 
ରୋହିଣୀ ରମଣେନ! ' । ଗୀତଗୋବିନ୍ଦର ଏହି ଧାଡ଼ିଟିକୁ ନେଇ ତାଙ୍କ ଗ୍ର।ମର ନାମ “ କେନ୍ଦୁବିନ୍ଧ' ବୋଲି 
କୁହାଯାଉଛି । ଯେ ତେବେଳେ ପ୍ରଶ୍ବ ଉଠିଲା; ଏ ସ୍ପ।ନଟି କେଉଁ ଠି, ସେତେବେଳେ ବଙ୍ଗଳାର 
ସମାଲୋଚକମ।ନେ କହିଲେ ଏହା ବଙ୍ଗଳାରେ । ପୁଣି ଓଡ଼ିଶାର ସମ।ଲୋଚକମାନେ ପ୍ରମାଣକରିବାକୁ 
ଆଗେଇ ଆସି କହିଲେ, ଜୟ ଦେବଙ୍କ ଘର ପ୍ରାଚୀ ନଦୀ କୂଳରେ ଥବା କେନ୍ଦୁଲୀ ଗ୍ରାମରେ | ଆଉ ମଧ୍ଯ 
କେତେକ ବଙ୍ଗାଳୀ ସମାଲୋଚକ ଜୟ ଦେବଙ୍କୁ ଓଡ଼ିଶାର ବୋଲି କହୁଥ୍‌ବା ବେଳେ କେତେକ ଓଡ଼ିଆ 
ସାହିତ୍ୟିକ ତାଙ୍କୁ ବଙ୍ଗବାସୀ ବୋଲି ଅଭିହିତ କଲେ ! ସଂକୀର୍ଣ୍ଣତାଠାରୁ ଉର୍ଦ୍ଧ୍ବରେ ରହିଛନ୍ତି ବୋଲି ଭାବି 
ଏମାନେ ଆତୃତୃପ୍ତି ମଧ୍ୟ ଲାଭ କଲେ । ସେଥ୍‌ ପାଇଁ ଜୟ ଦେବଙ୍କ ଉପରେ ଗବେଷଣା ପ୍ରତି ସରକାର ଓ 
ବିଶ୍ଵ ବିଦ୍ୟାଳୟମାନେ ମଧ୍ଯ ଲାଗି ପଡ଼ିଲେ । ବଙ୍ଗଳାରେ ଅଜୟ ନଦୀକୂଳରେ ପ୍ରତିବର୍ଷ ଜୟଦେବ କେନ୍ଦୁଲୀ 
( କେନ୍ଦୁରୀ ‘ମେଳା? ଅର୍ଥରେ ଏଠାରେ ବ୍ୟବହୃତ) ବା ଜୟଦେବ ମେଳା ଅନୁଶ୍ତିତ ହେଉଥ୍ବା ବେଳେ 
ଓଡ଼ିଶାର ପ୍ର।ଚୀ ଉପତ୍ୟକାନ୍ତର୍ଗତ କେନ୍ଦୁଲୀରେ ପ୍ରତିବର୍ଷ ଜୟଦେବ ଜୟନ୍ତି ଅନୁଶ୍ରିତ ହେଉଛି । ଆଜିର 
ସାଧାରଣ ଲୋକେ ଏଥ୍‌ରୁ କେଉଁଟା ଯେ ଠିକ୍‌, ତାହା ଜାଣି ପାରୁ ନାହାନ୍ତି । ସେଥ୍‌ ପାଇଁ ଆଜିର ଏ 
ଆଲୋଚନା । 


ବାସ୍ତବରେ ଏଧିତି ହାସି କ ଶ୍ରୀ କେଦାରନାଥ ମହାପାତ୍ରଙ୍କ ଅକ୍ଲାନ୍ତ ଉଦ୍ୟମ ଫଳରେ ବାଲିଅନ୍ତା 
ଅନ୍ତର୍ଗତ କେନ୍ଦୁଲୀ ଗ୍ର।ମ ଜୟ ଦେନଳଙ୍କ ଜନ୍ମଭୂମି ବୋଲି ଚିହ୍ନିତ ହୋଇପାରିଛି । ସେଥ୍‌ ପାଇଁ ସେ ଆମର 
ଧନ୍ୟବାଦାହଁ । କିପରି ଅବସ୍ପ।ରେ କାହିଁକି ଏ ପ୍ର ଚେଷ୍ଟାରେ ସେ ବ୍ରତୀ ହେଲେ; ସେ କଥା କହିବାକୁ ଯାଇ 
ସେ ପ୍ରକାଶ କରି ଛନ୍ତି ଯେ, ଅଜୟ ନଦୀ କୂଳରେ ଥ୍‌୍ବା ଜୟଦେବ କେନ୍ଦୁରୀରେ ଉଦ୍ଦେଶ୍ୟ ମୂଳକ ଭାବରେ 
ଜୟ ଦେବମେଳା କରାଯାଉଥ୍‌ ବାରୁ ଓ ଏହା ଜୟଦେବଙ୍କ ଜନ୍ମତୂମି ବୋଲି କୌଣ ସି ସତ୍ୟତା ନଥ୍‌ ବାରୁ 
ସେ ଓଡିଶାର ଏହି କେନ୍ଦୁଲୀ ଗ୍ରାମକୁ ଜୟଦେବଙ୍କ ଜନ୍ମଭୂମି ବୋଲି ଆବିଷ୍କାର କରିବାରେ ଲାଗି ପଡ଼ିଲେ । 
ଅନେକ ପ୍ରମାଣ ସଂଗ୍ରହ କରି ସେ ଶ୍ରୀ ଜୟଦେବ ଓ ଶ୍ରୀଗୀତଗୋବିନ୍ଦ ନାମକ ଏକ ଅମୂଲ୍ୟ ଗ୍ରନ୍ଥ ମଧ୍ଯ 
ରଚନା କଲେ । ତାଙ୍କର ଏହି ମହତ ଆବିଷ୍ଠାରଟି ଯଦି ଏକ ଉଦ୍ଭାବନ ନ ହୁଏ ତେବେ ଭଲକଥା | 
ତା ଛଡ଼ା ପ୍ର।ଚୀନତର ତଥା ପ୍ର।ଚୀନତମ ରେଭିନ୍ସ୍ୟ ନକ୍ସାରୁ ଏ ଗ୍ରାମ ନାମର ପ୍ରାଚୀନତା ମଧ୍ଯ ଅନୁସନ୍ଧାନ 
କରି ବାର କଥା । ଏହା ଆଲୋଚିତ ହୋଇଥ୍‌ଲେ ସନ୍ଦେହ ମୋଚନ ହୋଇପାରି ଥାନ୍ତା । 


୧୯୫୫ ମସିହାରେ ପ୍ର।ଚୀ ଉପତ୍ୟକାର ପ୍ର।ଚୀନ କୀରିର ପୂନରୁ୍ଧାର ପାଇଁ ଉତ୍କଳ 
ବିଶ୍ବ ବିଦ୍ୟାଳୟ ତରଫରୁ ଡଃ ନବୀନ କୁମାର ସାହୁ, ଅଧ୍ଯାପକ ଶ୍ରୀଧର ଦାସ ଓ ଶ୍ରୀଯୁ କ୍ତ କେଦାରନାଥ 
ମହାପାତ୍ରଙ୍କୁ ନିଯୁ ନ୍ତ କରାଗଲା । ୧ ୯୫୬ ମସି ହା ଜାନୁଆରୀ ୧ ୬ ତାରିଖରେ ଶ୍ରୀ ପରମାନନ୍ଦ ଆଚାର୍ଯ୍ୟ 
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କେଦାରବାବ୍ରଙ୍କୁ ସାଥ୍‌ରେ ନେଇ କେନ୍ଦୁଲୀ ଗ୍ରାମର ନୃସିଂହ ମନ୍ଦିରଠାରେ ପହଞ୍ଚଲେ । ସାଥ୍୍‌ରେ ଥ୍ଲେ 
ବଙ୍ଗନାର ଗବେଷକ ଶ୍ରୀ ଦିନେଶ ଚନ୍ଦ୍ର ସରକାର | ସରକାର ମହୋଦୟ ନୃସିଂହ ମନ୍ଦିରଠାରେ ହାଲିଆ 
ହୋଇ ନି କଟସ୍ର ତ୍ରି ମାଳୀମଠ କଚେରୀରେ ବିଶ୍ର।ମ କଲେ । ତାଙ୍କ ଗବେଷଣା ସେଇଠି ଅଟକିଲା । 
କେଦାରବାବୁ, ପରମାନନ୍ଦବାବ୍ର, ଓ ତ୍ରି ମାଳୀମଠର ତହସି ଲଦାର ଶ୍ର।ୀବାମନ ଚରଣ ନାୟକ ବଣରେ 
ପଶି ଭଗ୍ଧୟୂପସ୍ତୁପ ଓ ଏକ ପୋତିହୋଇପଡିଥ୍‌ବା ପୂଷ୍ଠରିଣୀ ଆବିଶ୍ବାର କଲେ । ସେମାନେ ଏକ 
ଚଣ୍ଡୀମନ୍ଦିର ମଧ୍ଯ ଦେଖ୍ଲେ | ତା'ପରେ ସମସ୍ତେ ଫେରି ଆସିଲେ । ସରକାର ମହୋଦୟ ସେ ପୁଷ୍ଠରିଣୀ 
ଆଦି ସ୍ଵ ଚକ୍ଷୁରେ ଦେଖ୍‌ଲେ ନାହିଁ । କଲିକତା ଫେରିଗଲେ । ପରେ ସେ ପୋଖରୀରୁ ଯାହା ଆବିଷ୍କୃତ 
ହେରା ତାହା ମଧ୍ଯ ଦେଖ୍‌ ପାରିଲେ ନାହିଁ । 


ଆଠ ବର୍ଷପରେ ୧୯୬୪ରେ ସେ ସ୍ପ।ନ ସଫା କରାଗଲା । ସରକାରୀ ସାହାଯ୍ୟରେ ନିଜେ 
ଶ୍ରୀମହାପାତ୍ର ସେଠାରେ ତାରବାଡ଼ କଲେ; ଏହା ସେ ସ୍ଵ କୀୟ ପୁସ୍ତକ ( ଜ.ଗୀ )ର ମୁ ଖବନ୍ଧରେ ପ୍ର କାଶ 
କରି ଛନ୍ତି । ଏହା ପରେ ଚଣ୍ଡୀମନ୍ଦିରଟି ପୁନର୍ଗଠିତ ହେଲା । ଶ୍ରୀମହାପାତ୍ର ଏହି ପୂସ୍ତକ (ଢ.ଗୀ. )ରେ 
ସୂଚାଇଛନ୍ତି, ˆ  କେନ୍ଦୁରୀର ମାଧ ବମନ୍ଦି ରଟି ବର୍ଭମାନ ଲୁପ୍ତ ।” ? (ଜ:ଗୀ:-ପ୍‌: ୧୧ ) । ମାତ୍ର ଏଠାରେ 
ଦ୍ୂଇଟି ମାଧବ ପ୍ରତିମା ପୂଜା ପାଉଛନ୍ତି ! ସେହି ମୂରି ଦୟର ସ୍ର।ୟୀ ସ୍ତ ତି ଉପରେ ଅନେକ ଗ ବେଷ କଙ୍କ 
ପାଇଁ ପୂଣି ପ୍ରମାଣର ଅବକାଶ ରହିଛି । ଆମେ ଜାତିର ଗୌରବ ଦୃଷ୍ଟିରୁ ଏହି ସ୍ର।ନକୂ ଜୟ ଦେବଙ୍କ 
ଜନ୍ଧ୍‌ ସ୍ଥ।ନ ବୋଲି ଗ୍ରହଣ କରି ସାରିଛୁ । ସରକାର ମଧ୍ଯ ପୃଷ୍ଠ ପୋଷକତା କରିଚାଲିଛନ୍ତି । ମାତ୍ର ଓଡ଼ିଶା 
ବାହାରର ଗ ବେଷ କଙ୍କ ପାଇଁ ଆହୁରି ପ୍ର ମାଣର ଆବଶ୍ୟକତା ରହିଛି । 


ବୀରଭୂମିର ଅଜୟ ନଦୀକୂଳରେ କେନ୍ଦୁରୀ ବୋଲି କୌଣସି ଗୀ ନାହିଁ ବୋଲି ଡଃ ସୁକୂମାର 
ସେନ ମତ ଦିଅନ୍ତି । ତାଙ୍କ ମତରେ ' ଜୟଦେବ କେନ୍ଦୁଲି'ର ଅର୍ଥ ଜୟଦେବ ମେଳା । ଏ ମେଳା ଏଠାରେ 
ଜୟ ଦେବଙ୍କ ସ୍ଟ ତି ଉଦ୍ଦେଶ୍ୟରେ ପରବର୍ରୀ ଯୁ ଗରେ କରାଯାଇଛି ! ସୁ କୂମାର ସେନଙ୍କ ମତରେ 
କେନ୍ଦୁବିଲ୍ନର ସ୍ରି ତି ଓଡିଶାର ପ୍ର।ଚୀ ଉପତ୍ୟକାରେ । ତା” ଛଡା କେନ୍ଦୁ ଫଳ ବଙ୍ଗଳାର ଲୋକେ ବୁଝନ୍ତି 
ନାହିଁ । ଓଡ଼ିଶାରେ ଏହି ଫଳ ଅଧ୍କ ମିଳେ । ବର୍ର ମାନ ଦେଖ୍‌ ବାର କଥା “ କେନ୍ଦୁବିଲ୍ନ ର ଅପଭ୍ରଷ୍ଠ କ'ଣ 
କେନ୍ଦୁଲୀ । ନୋହିଲେ ଜୟଦେବଙ୍କ ଗ୍ରାମର ନାମ କେନ୍ଦୁଲୀ କିପରି ହେଲା ? 


ପ୍ରଥମେ ବଙ୍ଗାଳୀ ଆଲୋଚକ ଧରି ନେଲେ ଜୟ ଦେବଙ୍କ ଜନ୍ନ ଅଜୟ ନଦୀକୂଳରେ । ଇଏ ଜୟଂ କୂ 
ସିଏ “ଅଜୟ” । ପୁଣି କେନ୍ଦ୍ରବିଲ୍ନକୁ ଅପଭ୍ରଷ୍ଟରେ ମେଳା ଅର୍ଥରେ ' କେନ୍ଦୁଲୀ' କରି ଜୟଦେବଙ୍କ ନାମରେ 
ଯୋଡ଼ି ସେଠାରେ ଜୟଦେବ-ମେଳା ଅନୁଷ୍ଠିତ କରାଇଲେ ! ତାହା ଦେଖ୍‌ ବହୁବର୍ଷ ପରେ ଓଡ଼ିଶାର 
ଆ ଲୋଚକଗଣଙ୍କ ପ୍ରଚେଷ୍ଟାରେ ବାଲିଅନ୍ତା ଅନ୍ତର୍ଗତ ' କେନ୍ଦୁରୀ ର ପୁନର୍ବି କାଶ । ମୋଟାମୋଟି ଭାବରେ 
ଦେଖ୍ଲେ ସେଠି କେନ୍ଦୁରୀ ହେବା ପରେ ଏଠି କେନ୍ଦୁଲୀ ପୁ ନର୍ବି କଶିତ ହେଲା । ସେଠି ରାଧା ବିନୋଦ 
ଠାକୁରଙ୍କୁ ରାଧାମାଧବ ବୋଲି ଧରିନିଅଯାଇଛି । ଏଠି ମଧ୍ଯ ପୂର୍ବକାଳର ରାଧାମାଧବ ମନ୍ଦିର ' ନୂପ୍ତ 


ବୋଲି କୁହାଯାଉଛି । ଲୁପ୍ତ” ର ପ୍ରାମାଣିକ ମୂଲ୍ୟ ବା କ'ଣ ? ଯେଉଁ ମାଧବ ମୃରିଦୃୟ ମିଳିଛି; ତାହା 
କିପରି କେତେବେଳେ ମି ନିଲା ତାହା ଉପରେ ଗତ୍ତୀର ଦୃଷ୍ଟି ନିକ୍ଷେପ ଗ ବେଷ କମାନେ ଅବଶ୍ୟ ଚାହିଁବେ । 


କେନ୍ଦୁଲୀ : - 


ସେ ଯାହାହେଉ,  କେନ୍ଦୁରୀ? ବିଷୟରେ ପ୍ରାଚୀନ ଯୁଗରୁ କିଏ କଂ ଣ କହି ଛନ୍ତି, ତାହା ଟିକିଏ 
ଦେଖ୍‌ ନେବା ଆବଶ୍ୟକ । ୧୫୮୫ ଖ୍ର1:ଅ:ରେ ରାଜସ୍ପ।ନର ରାମଭର୍ତ ନାଭାଜୀ ଗୀତଗୋବି ନ୍ଦକୁ 
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 କୋକକାବ୍ୟ” ବୋରି ତଦୀୟ ଭଚ୍ତମାଳା ଗ୍ର ଛ୍ତରେ ଉଲ୍ଲେଖ କରିଛନ୍ତି ! ତାଙ୍କ ଶି ଷ୍ୟ ପ୍ରି ୟାଦାସ ଖ୍ର1:ଅ: 
୧୭୮ ୨ରେ ଏହି ଭଚ୍ତମାଳାର ଟୀକା କରି ବାକୁ ଯାଇ କହି ଛତି, - ରସି କ ଜୟଦେବ ଶୁ 1କ୍ଷେତ଼ ନିକଟବର୍ର? 
କେନ୍ଦ୍ରବିନ୍ଧ ଗ୍ରାମର ଅଧ୍‌ ବାସୀ ଥ୍ଲେ । ସେ କେନ୍ଦୁବିନ୍ଧକୁ “ କିନ୍ଦୁବିଲ୍ୁ ” ବୋଲି ଉଲ୍ଲେଖ କରି ଅଛନ୍ତି । 


କରି ସମାଧ୍ୟନ ନିଜଗ୍ର।ମ ଆଏ କିନ୍ଦୁବିନ୍ଲୁ ।” 


ଏଥ୍‌ରୁ ଜଣାଯାଏ, ଜୟଦେବ: ପୁରୀରେ ରହୁଥ୍ଲେ ଓ ନିକଟସ୍ଥ ନିଜଗ୍ର।ାମ କେନ୍ଦୁବିଲ୍ଲ୍‌ କୂ ମଧ୍ଯ 
ଆସୁ ଥ୍ଲେ । ସେଇଠି ସେ ଶ୍ରୀକୃଷ୍ଣଙ୍କ ବସ ନ୍ତରାସ ରାଧାମାଧବ ପ୍ରୀତିର ପରମ ସୂଖ ଲାଭ କରୁଥ୍ଲେ । 
ତାଙ୍କ ଗୀ ତାଙ୍କ ପାଇଁ ଯମୂ ନା କୂଳର ବୃନ୍ଦାବନ ଥ୍ଲା ଓ ସେ କେବେହେଲେ ବୃନ୍ଦାବନ ଯାଇ ରହିନଥ୍‌ଲେ । 
(ଜ.ଗୀ.ପ୍‌: ୨୧ ) । ପି ୟାଦାସ କେଉଁଠି କେନ୍ଦୁରୀ ଶବ୍ଦ ଲେଖ୍‌ ନାହାନ୍ତି, କିନ୍ଦୁବିରୁ ବୋଲି ଲେଖ୍‌ ଛନ୍ତି । 
ତାହା ପୁଣି ପୂରୀ ନିକଟରେ, ଏତିକି ମନେ ରଖ୍ବାର କଥା । 


ଖୁ1:ଅ: ୧୭୬୨ରେ ମହାରାଷ୍ଟ୍ରର ସଛ୍ତକବି ମହୀପତି ନି ଜର ଗ୍ରନ୍ଥ ‘ଭକ୍ତ ବିଜୟ” ରେ ଜୟଦେବଙ୍କ 
ଗ୍ରାମ ତିନ୍ଦୁବିନ୍ଧ ଜଗନ୍ନାଥ କ୍ଷେତ୍ର ପୂରୀର “ଜଗନ୍ନାଥ କ୍ଷେତ୍ର ସମୀପ ଜାଣ । ତିନ୍ଦୁବିଲ୍ 
ଚ୍ରାମନାମାଭିଧାନ” ?...... 


ସେଇଠାରେ ଜୟଦେବ ଗୀତଗୋବିନ୍ଦ ରଚନା କରିଥ୍‌ଲେ ଓ ଜଗନ୍ନାଥଙ୍କ କୃପା ତଥା ରାଜାନୁଗ୍ରହ 
ଲାଭକରି ପତ୍ନୀ ପଦ୍ଧଵାବତୀଙ୍କ ସହ ଆନନ୍ଦରେ ରହୁଥ୍ଲେ । ପ୍ରି ୟାଦାସଙ୍କ ପରେ ବୈଷ୍ଣବ କବି କୃଷ୍ଣ ଦାସ 
ଅଷ୍ଟାଦଶ ଶତକର ମଧ୍ଯ ଭାଗରେ ସ୍ଵ କୀୟ ' ଭକ୍ତମାଜା' ଗ୍ର ରେ ଜୟଦେବଙ୍କ ଜନ୍ଧସ୍ପ।ନ କେନ୍ଦୁବିଲ୍ନ ପୂରୀ 
ନିକଟରେ ଅବସ୍ଥିତ ବୋଲି ଉଲ୍ଲେଖ କରି ଅଛନ୍ତି । ସେ ମଧ୍ଯ କେଉଁଠି କେନ୍ଦୁଲୀ ବୋଲି ଲେଖ୍‌ ନାହାନ୍ତି । 
ସେ କହି ଛନ୍ତି, ଗୀରୁ ଆସି ଜୟଦେବ ପୂରୀରେ ଏକ ବୃକ୍ଷ ମୂଳରେ ବାସକରି ଜଗନ୍ନାଥଙ୍କ କୃପାରେ 
ଗୀତଗୋବିନ୍ଦ ରଚନା କଲେ | ଯଥା:- 
କେନ୍ଦୁବିଲ୍ବ ନାମେ ଗ୍ରାମ ସାଗର ହଇତେ..... 
ଜୟ ଦେବ ମହାଶୟ ମହାନ୍‌ ମାନୂଷ । 
ଶ୍ର।ପୂରୁଷେୋତ୍ତମ କ୍ଷେତ୍ରେ ବୃକ୍ଷ ତଳେ ବାସ !॥| 


ସେ ଯେଉଁ ବୃକ୍ଷମୂଳେ ରହୁ ଥ୍‌ଲେ ସେଠାରୁ ସମୁ ଦ୍ର ମାତ୍ର ଏକମାଇଲ ଦୂର ଥ୍ଲା । ସେ ସମୁଦ୍ରକୂ 
ଗାଧୋଇ ଗଲା ଅବକାଶରେ ନିଜେ ପ୍ରଭୂ ଶ୍ରୀକୃଷ୍ଣ ତାଙ୍କ ବେଶରେ କୂଡ଼ିଆକୂ ଆସି ଗୀତଗୋବିନ୍ଦ 
ପେ।ଥ୍‌ରେ ˆ ‘ଦେହି ତବ ପଲୁବମୁ ଦାରମ୍‌ ' ? ବୋଲି ଲେଖ୍‌ ଦେଇ ଗଲେ । 


'  ୍ଷଣମାତ୍ର ଦେଖ୍‌ ପୁନଃ ସମୁ ଦ୍ର ଗମନ । ସ୍ଵ।ନକରି ପୂନ ଅର୍ଵକ୍ରୋଶ ଆଗମନ ।”  ( ଭକ୍ତମାଳା- 
ଦ୍ଵାଦଶମାଳା) ଏଠାରେ ଦେଖ୍‌ବାର କଥା ଯେ ଅଜୟ ନଦୀ କୂଳରେ ଥ୍ବା ଜୟଦେବଙ୍କ ଜ୍ନ୍ଧସ୍ରୟନ କଥା 
କେହି ହେଲେ କହିନାହାନ୍ତି । ଓଡ଼ିଆ କବି ରାମଦାସ ଦାର୍ଡ୍ୟତାଭର୍ତିରେ (ଖୁ1:ଅ: ୧୭୬୮-୬୯ 
ପ୍ର ଥମଭଭାଗ, ୧୭୯୯-୧୮୦୦ ଦ୍ଵିତୀୟ ଭାଗ ) ଅନୁରୂପ ଭାବରେ ଜୟଦେବଙ୍କ ଚରିତ ବର୍ଣ୍ଣ ନା କରି 
କେନ୍ଦୁବିଲ୍ଵର ସ୍ଥିତି ପୂରୀ ନିକଟରେ ବୋଲି କହି ଛନ୍ତି । 


ଜନମ କେନ୍ଦ୍ବିଲ୍ନ ଗ୍ରାମେ ! ବ୍ରାହ୍ମଣ ଜୟଦେବ ନାମେ । 
ବିରକ୍ତ ନିଃସଙ୍ଗ ଉଦାସୀ | ଶ୍ରୀକ୍ଷେତ୍ରେ ପରବେଶ ଆସି । 
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ଏକ ବୃକ୍ଷର ତଳେ ଆଇ । ଶ୍ରୀ ଜଗନ୍ନାଥଙ୍କୁ ସେବଇ । 
ଗୋଟିଏ କୂଟୀର ନିର୍ମାଣି । ତହିଁ ଭହିଲା ଭାର୍ଯ୍ୟା ଘେନି ॥ 


ମି ଥ୍‌ ଜାର ଭକ୍ତକବି ଚନ୍ଦ୍ରଦତ୍ତ ସ୍ଵ କୀୟ ଗ୍ର ଛତ ଭକ୍ତମାଳଜାରେ ଜୟଦେବଙ୍କ ଗ୍ର।ମ କେନ୍ଦୁବିନ୍ଧ ( କେନ୍ଦୁଲୀ 
ନୁହେଁ ) ଜଗନାଥ ପୂରୀର ସମୀପରେ ବୋଲି ସୃଷ୍ଟ ଉଲ୍ଲେଖ କରି ଛନ୍ତି । ଏ ଗ୍ର।ମରେ ବ୍ରାହ୍ଧଣ ଙ୍କର ବହୁ ଳତା 
ଥ୍ରା ! ସଂସ୍ତ ଶିକ୍ଷାର ବାତାବରଣ ଫଳରେ ଜୟଦେବ ମୂଳରୁ ବିଦ୍ଧା।ନ୍‌ଥ୍‌ଲେ ଓ ପଶ୍ତିତ କବି 
ହୋଇପାରିଥ୍ଲେ । ଯଥା:- 


ଜଗନ୍ନାଥ ପୂରୀପ୍ର।ତତେ ଦେଶେ ଚୈ ବୋଳୁଜାରଭିଧେ 
ଜିନ୍ଦୁବିଲ୍ନ ଇତି ଖ୍ୟାତୋ ଗ୍ରାମୋ ବ୍ରାହ୍ମଣସଙ୍କୁଳଃ ! 


ଏହି ଶ୍ଲେ।କର 'ପୂରୀପ୍ରାନ୍ତେ' କୁ ଆମେ କେବେ ଭୂବନେଶ୍ବର ପ୍ର।ନ୍ତେ ବା ବାଲିଅନ୍ତା ପ୍ର।ନ୍ତେ ବୋଲି 
ଅର୍ଥ କରି ପାରିବାନାହିଁ । ତା ଛଡା ପ୍ର।ଚୀକୂଳ, ବା କେନ୍ଦୁରୀ, ଏପରି ଉଲ୍ଲେଖ ତ ଆମେ ଏହି 
ପୂର୍ବସୂରୀମାନଙ୍କ ଲେଖାରେ ଦେଖୁନି । ତେଣୁ ବିନାଢ୍ଵିଧାରେ ଏବର ଏ କେନ୍ଦୁଲୀକୁ ଜୟ ଦେବଙ୍କ ଜନ୍ନସ୍ର।ନ 
ବୋଲି କିପରି ଧରିବା ? କେନ୍ଦୁରେ ନାମଥ୍‌ବା ଗ୍ରାମ କେନ୍ଦୁସାହି ଇତ୍ୟାଦି କ'ଣ ପୂରୀର ପଞ୍ଚକ୍ରୋଶ 
ଭିତରେ ନାହିଁ ? ପୂରୀ ପାଖ ବ୍ରାହ୍ମଣ ଶ।ସନରେ ହିଁ ଜୟଦେବଙ୍କ ଜନମ; ଏହା ହିଁ ସତ୍ୟ । 


* 
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ଗୀତ ଗୋବିନ୍ଦରେ ଶୃ ଙ୍ାରିକତା 
ଭୋଳାନାଥ ର/ଜତ 


Srungarikata in Gitagovinda 
Bholanath Rout 


The writer tries to establish that Srungarikata (the state of erotic 
passion) as the basic theme in Gitagovinda. He defines Srungara as 
the ‘total feeling of unitive desire’. Krushna is the embodiment of 
Srungara and his female counterpart Radha is the symbol of the power 
of bliss (hladini shakti). The self-complete Cosmic Lord desired to 
sport, so He created his second to fulfil the unitive desire that is not 
possible without a second. Thus comes ananda or bliss. The writer 
says that ananda is the primary voice of Gitagovinda. 


Jayadeva has depicted the love play of the Cosmic duo successively 
in different phases in course of the twelve cantoes of his poem. The 
divine partners are presented as human and divine at one. 


The writer shows how Jayadeva emphasises ‘Sambhoga Srungara’ 
with its stimulant and attendant conditions. He concludes that when 
Srungara is described in the context of human beings, it excites, 
whereas in the divine context of Radha-Krushna it brings about 
quiescence.—-Editors} 


ଜୟ ଦେବଙ୍କର ଗୀତଗୋବି ନ୍ଦ ଏକ ଅନବଦ୍ୟ କାବ୍ୟ, ଏହା ମଧୂର କୋମଳ କାନ୍ତ ପଦାବଳୀରେ 
ପୂର୍ଣ୍ଣ । ଜଣେ ବୈଷ୍ଣବ କବିଭାବରେ ସେ ରସେଶ୍ବର ଶ୍ରୀକୃଷ୍ଣଙ୍କ ମହାଭାବ ସ୍ଵ ରୂପିଣୀ ରାମେଶ୍ବରୀ 
ଶ୍ରୀରାଧାଙ୍କର ମି ଜନ, ବିରହ, ବିଛ୍େଦକୁ ସରଳ, ତରଳ, ସଁ ଗଧ ଭାଷାରେ ବର୍ଣ୍ଣନା କରିବାରେ ସଫଳ 
ହୋଇ ଅଛନ୍ତି । ଗୀତଗୋବିନ୍ଦ କାବ୍ୟର ଆଧାର ହେଉଛି ଶୃଙ୍ଗାର ରସ, ଏହାର ପ୍ରତ୍ୟେକ ଶ୍ଲୋକ ଏହି 
ଅମୃତ ରସରେ ନିଶି ନ୍ତ ହୋଇଅଛି । ବୈଷ୍ଣବ ଶାସ୍ତ୍ରାନୁଯାୟୀ ଶୃଙ୍ଗାର ଶବ୍ଦର ଅର୍ଥ ହେଉଛି ସମ୍ଭୋଗର 
ଇଛାର ପୂର୍ଣ୍ଣ ଜାଗରଣ | ଶୃଙ୍ଗାର ରସର ରୂପ ହେଉଛି ଶ୍ୟାମ ବର୍ଣ୍ଣ ଏବଂ ତାର ଅଧ୍‌ ଷ୍ଠାତା ଦେବତା 
ଶ୍ରୀକୃଷ୍ଣ । ବେଦରେ କୁହାଯାଇଛି 'ରସୋବୈସଃ? । ସେ ନିଜେ ରସମୟ । ରସଘନ ବିଗ୍ରହ । ବୃହଦ୍‌ 
ଆରଣ୍ୟକ ଉପନିଷଦ୍‌ରେ କୁହାଯାଇଛି “ଏକାକୀ ଥ୍ବାରୁ ତାଙ୍କୁ ଆନନ୍ଦ ମିଳିଲା ନାହିଁ । ତେଣୁ ସେ 
ଦ୍ଵିତୀୟ ଇଚ୍ଛାକଲେ | ପରସ୍ପର ଆଲିଙ୍ଗି ତ ସ୍ତ୍ରୀ ପୁରୁଷ ତୁଲ୍ୟ ରହିଲେ । ଏପରି ଭାବରେ ସେ ନିଜକୁ ଦୂଇ 
ଭାଗରେ ବିଭକ୍ତ କରି ଲୀଳା ରସ ଆସ୍ଵା।ଦନ କଲେ । ଆଦି ବା ଶୃଙ୍ଗାର ରସର ବିଶେଷ ଲକ୍ଷଣ ହେଉଛି 
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ଆନନ୍ଦ | ଆନନ୍ଦ ହିଁ ପ୍ରତ୍ୟେକ ଜୀବର କାମ୍ୟ ! ଅନନ୍ଦରୁ ସବୂ ପ୍ର।ାଣ1ମ।ନେ ଜାତ ହୋଇଛନ୍ତି । ଏମାନେ 
ଆନନ୍ଦ ଦ୍ଵାରା ହିଁ ବଞ୍ଚ୍‌ ରୁହନ୍ତି । ଆନନ୍ଦମୟ ସଚ୍ଚିଦାନନ୍ଦଙ୍କର ଆନନ୍ଦମୟ ଲୀଳା ଆସ୍ବ।ଦନରେ ମାନବର 
ପ୍ରକୃତ ସୁଖ ସାଧ୍ତ ହୋଇଥାଏ । 


ପ୍ରାକୃତ ନାୟକ ନାୟି କାର ଶୃ ଙ୍ାର ବର୍ଣ୍ଣ ନାରେ କାମ ଉନ୍ମାଦନା ଜାତ ହୁଏ ! କିନ୍ଧ ରୀଧା କୃଷ୍ଣଙ୍କର 
ଶୃଙ୍ଗାର ବର୍ଣ୍ଣ ନାରେ କାମ ଶାନ୍ତ ହୁଏ । ଶ୍ରୀକୃଷ୍ଣ ଯେ କାମ ବିଜୟୀ ତାହା ରାସ ଲୀଳା ଦ୍ଵାରା ପ୍ରଖ୍ୟାପିତ । 
ବୈ ଷ୍ଠବମ।ନଙ୍କ ଦ୍ଵାରା ଏହି ରାସ ଲୀଳା ଆଦୃତ, ପ୍ରଚାରିତ ଓ ପ୍ରସାରିତ । ଏହି ଲୀଳା ଜୀବାତ୍ା ଓ 
ପରମାତ୍ସାଙ୍କର ରସସି ଵଧ ମଧୁର ମି ଜିନ । ଏହା ମାନବୀୟ ଶୃଙ୍ଗାର ଧର୍ମ୍ଗୀ ନୁହେଁ । ଜବି ଜୟଦେବ ରତୁ 
ରାଜ ବସନ୍ତର କମନୀୟ ବର୍ଣ୍ଣ ନା ଦେଇ ଅଛନ୍ତି ଅତ ଲଳିତ ମଧୁର ଶବ୍ଦ ସଂଯୋଜନା ମଧ୍ଯରେ । ଏହି 
କମ ନୀୟ ବସନ୍ତରେ ଶ୍ରୀକୃଷ୍ଣ ପ୍ରେମମୁ ଗ୍ଧ ବିଳାସି ନୀ ଗୋପୀମାନଙ୍କ ସହିତ ପ୍ରେମ ବିଜାସରେ ରତ । 
ନିବିଡ ଭୂଜ ବନ୍ଧନରେ କାହାକୁ ଆଲିଙ୍ଗନ, କାହାକୁ ମୃଦୁ ଚୂମ୍ବନ, କାହାକୁ ଦୂରରୁ କଟାକ୍ଷ ଦାନ କରି 
ବସନ୍ତ ରାସ ଉପଭୋଗ କରୁ ଅଛନ୍ତି । ଦ୍ଵ।ଦଶ ସର୍ଗ ବିମଶ୍ତିତ ଗୀତଗୋବି ନ୍ଦର ପ୍ରଥମ ସର୍ଗରେ ମୁଖ୍ୟତ 
ଏହାହିଁ ଆଧାର ! ଦ୍ଵିତୀୟ ସର୍ଗରେ ରାଧା କୃଷ୍ଣଙ୍କର ବିଚିତ୍ର ପ୍ରେମଲୀଜାର ଅନ୍ତନି ହିତ କଥା ରୂପ ନେଇଛି । 
ଗୋପାଙ୍ଗନାଙ୍କ ପ୍ରେମଲୀଳା ବିରହ ବିଧୂ ରା ଶ୍ର।ମତୀ ଅନତିଦୂରରେ ରହି ଦେଖୁ ଅଛଚ୍ତି । କବି ଜୟଦେବଙ୍କ 
ଗୀତଗୋବି ନ୍ଦରେ ରାଧା ହେଉଛନ୍ତି ପ୍ରେମ ପ୍ରତାପ ଶାଳିନୀ, ମଦନ ମୋହିନୀ, ଶୃଙ୍ଗାର ରସୋକ୍ସଳ 
ବିଗ୍ରହ ସ୍ଵ ରୂପିଣୀ । ରାଧାକୃଷ୍ଣକର କେଳି ଓ ରସ ସୃଷ୍ଟି ପାଇଁ ମାନ, ଅଭିମାନ, ରାଗ, ଅନୁରାଗ, 
ପ୍ରଣୟ ବିମର୍ଷ ଭାବ ଓ ମହାଭାବ ସଂଚାରିତ ହୋଇଛି । ଏହି ରସ ସୃଷ୍ଟିରେ ପ୍ରିୟ ସଖୀମାନଙ୍କର ଭୂମିକା 
ଅତ୍ୟନ୍ତ ରହସ୍ୟପୂର୍ଣ୍ଣ ଓ କୌତୂକାବହ ହୋଇଅଛି । ଜୟଦେବ ରାଧା ପ୍ରେମ ମୁଗ୍ଧ କୃଷ୍ଣଙ୍କର ଆକୁଜତାକୁ 
ଅତି ମଞ୍ଜଳ ଭାବରେ ବର୍ଣ୍ଣନା କରି ଅଛନ୍ତି । ସେହିଭଳି ରାଧାଙ୍କର ବିରହ ଦଶା ଦୂତୀ ମୁଖରେ ଶ୍ରୀକୃଷ୍ଣ 
ଶ୍ରବଣ କରି ଆବେଗରେ ଭରି ଯାଇଅଛନ୍ତି । ଏହି ସମୟରେ ମୃଦୁ ସ୍ଵରରେ ବଂଶୀ ବାଜୁଛି, ଶୀରାଧାଙ୍କର 
ଅଙ୍ଗ ସୃ ର୍ଶ କରି ଗନ୍ଧ ବହି ଯାଉଛି । ଯେଉଁ ଯେଉଁ ଉପଚାରରେ ଶ୍ରୀକୃଷ୍ଣଙ୍କର ବ୍ୟଥା ଦୂର ହେବ ତାହା 
ସୁ ନ୍ଦର ଭାବରେ ବଶ୍ତି ତ ହୋଇଛି । ରାତ୍ରି ଉଚଚାଗର ରହି କୁଞ୍ଜଜୁ ସୁ ସ ଜିତ କରି ରସକେନି ନିମିର ସମସ୍ତ 
ସାମଗ୍ରୀକୁ ରଖି ଶ୍ରୀମତୀ ଅପେକ୍ଷା କରି ଅଛଚ୍ତି । ଏଠି ରାଧ!¦ ଉପେକ୍ଷି ତା ଓ ଖଶ୍ତିତା,ରତି ସୁଖ ବଞ୍ତା 
କଳହନ୍ତାରିତା । 


ତୃତୀୟ ସର୍ଗରେ ରାଧ।ଙ୍କର ଅପରୂପ ସୌନ୍ଦର୍ଯ୍ୟ ବର୍ଣ୍ଣ ନା କରି ଛନ୍ତି ଜୟଦେବ । ଚତୁର୍ଥ ସର୍ଗରେ 
ଶ୍ରୀରାଧାଙ୍କ ମାନ ଭଞ୍ଚନ ଲାଗି କ୍ଷ ଣ୍ଡ ହୋଇ ବସି ଥୁବା ଶ୍ରୀକୃଷ୍ଣଙ୍କୁ ଦେଖି ଶ୍ର ରାଧାଙ୍କ ପ୍ରିୟ ସଖୀ କହି ଅଛି 
* “ କାମ ଦେବଙ୍କ ପଞ୍ଚବାଣରେ ପୀଡ଼ିତା ହୋଇ ଶ୍ରୀରାଧ। ଅଖଶ୍ଡ ଶୀତଳ ଚନ୍ଦନ ପ୍ରଲେପକୁ ନିନ୍ଦା କରୁଛି, 
ସବୂ ମନ୍ଦ ମଳୟ ତାକୁ ବିଷ ଭଳି ମନେହେଉଛି । କାମପୀଡ଼ାରୁ ରକ୍ଷ। ପାଇବା ପାଇଁ ବିରହିଣୀମାନେ 
ଯେପରି କାମ ଦେବଙ୍କୁ ବାହନ ଓ ଆୟୁଧ ସହ ପୂଜା କରନ୍ତି ଶ୍ରରାଧ! ତୁମରି ଅର୍ଚ୍ଚନା ପାଇଁ ସେହିପରି 
କରିବାରେ ଲାଗି ଛି । ତୁମ ବିରହରେ ନବପଲ୍ଲବ ଶଯ୍ୟା ତାକୁ ଅଗ୍ନି ପୂର୍ଣ୍ଣ ତଥା ଶରୀର ଦାହକାରୀ ଶଯ୍ୟା 
ପରି ମନେ ହେଉଛି! । ପଞ୍ଚମ ସର୍ଗରେ ଶ୍ରୀକୃଷ୍ଣ ପ୍ରେରିତ ସଖୀ ଶ୍ରୀରାଧାଙ୍କୁ ବେତସ କୁଞ୍ଜକୂ ଯାଇ 
ଶ୍ରୀକୃଷ୍ଣଙ୍କ ସହିତ ମି ଜିତ ହେବାକୁ ଅନୁରୋଧ କରି ଅଛି । ଶ୍ରୀକୃଷ୍ଣଙ୍କ ତତ୍କାଳୀନ ଭାବକୂ ସଖୀ ବର୍ଣ୍ଣନା 
କରି କହି ଅଛି ' ' ହେ ମନୋହାରିଣୀ ତୋର ପ୍ର।ଣପ୍ରିୟ ଶ୍ରୀକୃଷ୍ଣ ନାସାରୂ ଖର ନିଶ୍ଵ।ସ ଛାତ଼ୂଛତ୍ତି । ତୋ 
ଆଗମନ ପଥକୁ ବାରମ୍ବାର ଚାହିଁ ଚାହିଁ କ୍ଲାନ୍ତ ହୋଇ ପଡ଼ିଲେଣି । କାମ ଶରରେ ଆକ୍ରାନ୍ତ ହୋଇ ସମ ଦଶା 
ଭୋଗୁ ଛତ୍ତି' ^ ଷଷ୍ଠ ସର୍ଗରେ ଅଭିସାରରେ ଶ୍ରୀରାଧାଙ୍କୁ ଗମନ କରିବା ପାଇଁ ଅସମର୍ଥ ହୋଇଥ୍‌ବାର 
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ଦେଖି ସଖୀ କାମପୀଡ଼ାରେ ଅବସନ୍ନ ଗୋବି ନ୍ଦଙ୍କ ନିକଟରେ ଶ୍ରୀରାଧାଙ୍କ ଚରିତ ବର୍ଣ୍ଣନା କରି ଅଛି ! ସପ୍ତମ 
ସର୍ଗରେ ଘନ ଅନ୍ଧକାର ରାତିରେ ଶ୍ରୀକୃଷ୍ଣଙ ଆଗମନର ବିଳମ୍ବରେ ବିରହିଣୀ ଶ୍ରୀରାଧା ନାନା ପ୍ରକାର 
ଆଶଙ୍କା କରି ଉଚ୍ଚ ସ୍ଵରରେ ବିଳାପ କରିବାକୁ ଲାଗି ଅଛନ୍ତି | 


ଅଷ୍ଟମ ସର୍ଗରେ ବିରହ ପୀଡ଼ିତା ରାଧା କୌଣସିମତେ ରାତି ବିତାଇ ଏକାନ୍ତରେ ବସି ଥ୍ବାବେଳେ 
ପ୍ରଭାତ ସମୟରେ ବିନୟ ପୂର୍ବକ ବଚନ ପ୍ର କାଶ କରି ଶ୍ରୀକୃଷ୍ଣ ତାଙ୍କ ପାଦତଳେ ପଡ଼ି କଣ୍ଟ ଦେଇ ଆସିନ 
ଥ୍ବାରୁ କ୍ଷମା ଭିକ୍ଷା କରି ଛତି । ଏହାଦେଖି ବିପ୍ର ଲଳ୍ଧା ନାୟିକା ଶ୍ରୀରାଧା ଶ୍ରୀକୃଷ୍ଣଙ୍କୁ ଭର୍ଷ। ଜର୍ଜରିତ ହୋଇ 
ଧ୍କ୍କାର କରି ଅଛି । ନବମ ସର୍ଗରେ ଶ୍ରୀକୃଷ୍ଣ ନିରାଶ ହୋଇ ଫେରିବା ପରେ ରତି ସୁଖ ବଞ୍ଚ୍ତା,ମ ଦନ 
ବାଣରେ ପୀଡ଼ିତା କଳହନ୍ତାରିତା ଶ୍ର1ରାଧାଙ୍କ ଅଭିମାନ ଭଙ୍ଗକରି ସଖୀ ଶ୍ରୀକୃଷ୍ଣଙ୍କ ପ୍ରତି ବିମୂ ଖତା ତ୍ୟାଗ 
କରି ବାକୁ କହିଅଛି । ଦଶମ ସର୍ଗରେ ଏକ ମଧୂମୟ ସୁ ଯୋଗରେ ଶ୍ରୀକୃଷ୍ଣ ଶ୍ରୀରାଧାଙ୍କ କୁଞ୍ଜରେ 
ସନ୍ଧ୍ୟାକାଳରେ ଉପସ୍ତିତ ହୋଇ ଚାଟୁବାଣୀ ପ୍ରକାଶ କରି ଅଛନ୍ତି । ଏପରିକି କୋମଳ ପତ୍ର ଦ୍ଵାରା 
ଶ୍ରରାଧାଙ୍କ ପଦଯୁଗଳକୁ ଚାଙ୍କ ଶିରରେ ସ୍ପ।ପନ କରି ଶରୀରରୁ କାମ ବିକାର ଦୂର କରିବାକ୍ର ଇଛା 
ପ୍ର କାଶ କରି ଅଛତ୍ତି । ଏକାଦଶ ସର୍ଗରେ ବହୁ ସମୟ ଧରି ଅନୁନୟ ବିନୟ ପରେ ଶ୍ରୀକୃଷ୍ଣ ବେଶଭୂଷାରେ 
ସୁ ସଜିତ ହୋର କେଳିକୂଞ୍ଜକୁ ଯାଇ ଅଛନ୍ତି ଏବଂ ରତି କାଳୀନ ରୂଚିର ବେଶରେ ଶ୍ରୀରାଧାଙ୍କ ଦେଖି ସଖୀ 
ଶ୍ରୀରାଧାଙ୍କ ଶ୍ରୀକୃଷ୍ଣଙ୍କ ନିକଟକ୍ର ଅଭିସାରରେ ଗମନ କରିବାକୁ କହି ଅଛନ୍ତି । ଦ୍ଵାଦଶ ସର୍ଗରେ 
ଶ୍ରୀରାଧାକୃଷ୍ଣଙ୍କ ଚିର ଅଭିଜସି ତ ସେହି ରତି କେଳି କୌତୁକ ଆରମ୍ଭ ହୋଇ ଉଭୟଙ୍କ ଚିତ୍ତକୂ ପ୍ରଫୁଲ୍ଲିତ 
କରି ଅଛି | 

ଭାଗବତ ଓ ପଦୃପୂରାଣ ପ୍ରଭୃତି ଅନ୍ୟାନ୍ୟ ବୈଷ୍ଣବ ଗ୍ରଛରେ ଶରତ ରାସ ପ୍ରସଙ୍ଗ ବଣ୍ତିତ 
ହୋଇଥବା ବେଳେ ଜୟଦେବ ଗୀତଗୋବି ନ୍ଦରେ ବସନ୍ତରତୂକୁ ରସଶେ ଖରଙ୍କ ରାସ କ୍ରୀଡ଼ାପାଇଁ ଉପଯୁକ୍ତ 
ମନେକରି ଅଛନ୍ତି । ବସନ୍ତ ପ୍ର କୃତିକୁ ଅପୂର୍ବକାନ୍ତି ଓ ଅଭିନବ ରୂପ ସମ୍ପଦ ପ୍ରଦାନ କରି ଥାଏ । ଜଳ ସ୍ପ ଳ 
ଆକାଶରେ ସୌନ୍ଦର୍ଯ୍ୟର ମଧୁର ଲହରୀ ଖେଳେ । ବସନ୍ତ କାଳରେ ମଦନ ପୂଜା ସହିତ ଶୃ ଙ୍ାରିକ ଭାବନା 
ସଂପର୍କିତ ଥ୍ବାରୁ ଏହି ରତୁକୁ ରାଧାକୃଷ୍ଣଙ୍କ ମି ଜିନ ଲାଗି ଉକ୍କଷ୍ଟ କାଜ ରୂପେ ଗୀତଗୋବି ନ୍ଦରେ ଜୟଦେବ 
ଗ୍ରହଣ କରି ଅଛନ୍ତି । ରତୂରାଜ ବସନ୍ତର ଆଗ ମନରେ ରାଧାଙ୍କର ମାନସି କ ଚଞ୍ଚଳତା ବ୍ବି ପାଇଛି । 
କୃଷ୍ଣଙ୍କର ଘନ ସାନ୍ଧିଧ ଲାଭ କରିବା ପାଇଁ ସେ ଗଭୀର ବନରେ ତାଙ୍କ ସନ୍ଧାନ କରି ଅଛନ୍ତି । ସେ ତେବେଳେ 
ମଳୟ ସମୀର ଦକ୍ଷିଣ ଦିଗରୁ ଧୀରେ ଧୀରେ ପ୍ରବାହିତ ହୋଇ ଲବଙ୍ଗ ଲତାର କୋମଳ ତନୁକୂ ଆଲିଙ୍ଗନ 
କରି ଅଛି । ମଧୂପର ଗୁଞ୍ଜନ ଓ କୋକିଳର କୂହୂତାନରେ କୁଞ୍ଜବନ ମୁଖରିତ ହୋଇଉଠିଛି । ଏହି ନବ 
ବସନ୍ତ କାଳରେ ଶ୍ରୀକୃଷ୍ଣ ଗୋପୀମ।ନଙ୍କ ସହିତ ରାସକ୍ରୀଡ଼ାରେ ବିଭୋର ହୋଇଅଛନ୍ତି ( ୧ମ ସର୍ଗ, 
୨୮ ) ଏ ବାସ୍ତବରେ ପ୍ରକୃତିର ବର୍ଣ୍ଣ ନା କରିବାକୁ ଯାର କବିଙ୍କର ଶୃ ଙାରିକ ଭାବନାର ପ୍ରକାଶ ମୁଖ୍ୟତଃ 
ଘଟି ଅଛି । ଶୃଙ୍ଗାର ରସ ଉଜ୍ଜୀବିତ କରି ବାପାଇଁ ଏହା ଏକ ଉଦ୍ଦୀପନ ବିଭବ ରୂପେ ବଣ୍ିତ ହୋଇ ଅଛି । 
ମଳୟାନୀଳଜ ମଲ୍ଲୀ ଲତା ବନରେ ଧୀରେ ଧୀରେ ପ୍ରବାହିତ ହୋଇ ମନ୍ଲୀ କୃଷ୍ଣଙ୍କ ଚୂମ୍ବନ କରୁ ଥାନ୍ତି, ମଲ୍ଲୀ 
ଓ କେତକୀର ଭୂରୂଗନ୍ଧରେ ସୁରଭିତ ହୋଇ ଉଠୁଛି, କିନ୍ତ ବିରହୀ ତନୁ ଦହନର କାରଣ ହେଉଛି ( ୧ମ 
ସର୍ଗ/୩୬) ସେହିପରି ବସ୍ତନ୍ତର ଆଗମନରେ ନବପଲ୍ଲବିତ ତମାଳ ତରୁ ରକ୍ତ ବର୍ଣ୍ଣ ଓ ଶ୍ୟାମଳ ବର୍ଣ୍ଣର 
ମି ଶ୍ର ଣରେ ସୁନ୍ଦର ଦେଖାଯାଉଛି । ମାଧବ ଲତାର ଆଲିଙ୍ଗନରେ ସହକାର ତରୁ ପୁଲକିତ ହୋଇ ଉଠୁଛି, 
ଚୂତ ବକୁଳର ଗନ୍ଧ ଯେତିକି ପ୍ରକଟିତ ହେଉଛି ମଧୁ ଲୋଭୀ ମଧୁ କରଗଣ ସେତିକି ଉନ୍ନର ହୋଇ ତାକୁ 
ଚୂମ୍ବନ କରୁ ଅଛନ୍ତି । ଶ୍ର ତି ମଧୁର କୋକିଳର କୂହୁତାନ ଅଭିସାରୀ ହୃଦୟକୂ ପୀଡିତ କରୁ ଅଛି । 
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ସଂସ୍ତ ସାହିତ୍ୟର ପରମ୍ପରାରେ ନାୟକ ନାୟି କାଙ୍କର ରୂପ ଚର୍ଯ୍ୟା ବହୁ ବଣ୍ତି ଳ ଧାରାରେ ଚିତ୍ରିତ 
ହୋଇଛି ! ଜୟଦେବ ସେହି ପରମ୍ପରାର ବ୍ୟତିକ୍ରମ ନୂହନ୍ତି । ଗୀତଗୋବିନ୍ଦ କାବ୍ୟରେ ଲଳିତ ପଦାବଳୀ 
ମାଧ୍ଯମରେ କୃଷ୍ଣଙ୍କର ବିମୋହାନ ରୂପ ମାଧୂରୀ ଯେପରି ବଣ୍ତିତ ହୋଇଅଛି ସେହିପରି ରାଧାଙ୍କର ରୂପ 
ବର୍ଣ୍ଣ ନା ଭୂୟସୀ ହୋଇଅଛି । ଅଭିମାନିନୀ ରାଧାଙ୍କର ମାନଭଞ୍ଜନ ପାଇଁ କୃଷ୍ଣଙ୍କର ଅଦମ୍ୟ ଚେଷ୍ଟା ଏହି 
ଅବସରରେ କୃଷ୍ଣଙ୍କ ମୁ ଖରେ ରାଧାଙ୍କ ରୂପ ବର୍ଣ୍ଣ ନା କରି ଜୟଦେବ ଲେଖି ଛନ୍ତି, ˆ ' ହେ ପ୍ରିୟତମା ତୁମର 
ଓଷ୍ଠ ଓ ଅଧର ବଧୂଲୀ ଫୁଲ ପରି ରକ୍ତ ବର୍ଣ୍ଣ ଦେଖ! ଯାଉଛି । ତୁମର ଗଣ୍ଡ ଦେଶ ମହୁଲ ଫୁ ରର ଶୋଭା 
ଧାରଣ କରିଛି । ହେ ପ୍ରି ୟେ, ତୁମର ଉନ୍ମଳ ନୟନ ଯୁ ଗଳର କାନ୍ତି ନୀଳୋପ୍‌ ଳର ସୌନ୍ଦର୍ଯ୍ୟକୁ ତି ରସର 
କରୁ ଅଛି । ତୁମ ନାସା ତିଳ ଫୁଲ ପରି ମନୋଜ୍ଞ ହୋଇଛି । ହେ କୂନ୍ଦଦନ୍ତୀ ପ୍ରି ୟେ, କେବଳ ତୁମରି 
ମୂଖମଣ୍ଡଳ ସଦୃଶ ପାଞ୍ଚଗୋଟି ପୁଷ୍ପ ରୂପକ ଶର ଲାଭ କରି ପୂ ଷ୍ପାୟୁଧ କନ୍ଦର୍ପ ବିଶ୍ଵ ବିଜୟପାଇଁ ପ୍ରସ୍ତୁତ 
ହେଉଛି । ଅର୍ଥାତ୍‌ ତୁମ ମୁଖ ମଣ୍ଡଳ ଏତେ ସୁନ୍ଦର ଯେ, ତାକୁ ଦେଖିଲେ ଯେ କୌଣସି ରସି କର ହୃଦୟ 
କାମ ବାଣରେ ବିଦୀର୍ଣ୍ଣ ହୋଇଯିବ ।( ୧୦ସର୍ଗ / ୧୪) ସେଇ ରାଧାଙ୍କର ନେତ୍ର ଯୁଗଳ ଅଳସ ଯୁକ୍ତ 
ହୋଇଥ୍‌ବାରୁ ସେ ମଦାଳସା, ଚନ୍ଦ୍ରରୁ ବଳି ରାଧାଙ୍କର ମୁ ଖ ଆଭା ଅଧ୍‌ କ ହେବାରୁ ତାହା ଇନ୍ଦୁ ସଂଦୀପକ, 
ମନୋହରମତି ଥ୍‌୍ବାରୁ ସେ ମନୋରମା, ରମ୍ଭାବ୍‌ କ୍ଷ ସଦୃଶ ଭରୁଥ୍‌ବାରୁ ସେ ରମ୍ଭା, ରତି କଳାକୂଶଳୀ 
ହେବାରୁ ରାଧ! କଳାବତୀ , ସୁନ୍ଦର ଭୁରୁ ଯୁଗଳ ପାଇଁ ସେ ଚିତ୍ର ଲେଖା । ରାଧା ପୃଥ୍ବୀରେ ବିଚରଣ 
କରୁଥ୍ଲେ ହେଁ ସୂର ସୁନ୍ଦରୀ ମଦାଳସା, ମନୋରମ।, ରମ୍ଭା, କଳାବତୀ ଓ ଚିତ୍ର ଲେଖାଙ୍କ ମଧ୍ଯ 
ସୌନ୍ଦର୍ଯ୍ୟରେ ପରାଭୂତ କରୁ ଅଛନ୍ତି । ( ୧୦ମ ସର୍ଗ ୧୫) 


କୃଷ୍ଣଙ୍କର ରୂପ ବର୍ଣ୍ଠ ନାରେ କବି ଅଧ୍‌ କ ପାରଦର୍ଶିତା ଲାଭ କରି ଅଛନ୍ତି । ବୃନ୍ଦାବନରେ ବସନ୍ତ ରାସରେ 
ନିମଜିତ କୃଷ୍ଣଙ୍କର ମନୋହର ରୂପ ଚିତ୍ର ଜୟଦେବ ଗୀତଗୋବି ନ୍ଦରେ ଦେଇ ଲେଖି ଛନ୍ତି, ‹ 'ଚନ୍ଦନରେ 
ଚିତ୍ରିତ ସୁନ୍ଦର ନୀଳତନୁ କୃଷ୍ଣଙ୍କର କଟି ଦେଶରେ ଶୋଭା ପାଉଛି ପୀତ ବସ୍ତ, ଗଳାରେ ବନମାଳା, 
କର୍ଣ୍ଣରେ କୂଣ୍ଡନର ଦ୍ୟୁତି ଝଟକି ଉଠୁଛି । ଶ୍ରପତି କୃଷ୍ଣ ବିମୋହିତ ଗୋପାଙ୍ଗନାଙ୍କ ସଙ୍ଗରେ ବୂନ୍ଦାବନରେ 
ନାନା ରଙ୍ଗରେ କେଳି କରୁ ଅଛନ୍ତି । ( ୧ମ ସର୍ଗ / ୨୮) ସେହିପରି କୃଷ୍ଣଙ୍କର ମୟୂର୍‌ ଚନ୍ଦ୍ରି କାରେ ଶୋଭିତ 
କେଶ ଗୁ ଛ୍ଥକୁ ଦେଖି ମନେ ହେଉଛି ସତେ ଯେପରି ନବୀନ ନୀରଦ ଅଙ୍ଗରେ ସପ୍ତରଙ୍ଗୀ ଇନ୍ଦ୍ରଧନୁ 
ଶୋଭାପାଉଛି ।( ୨ୟ /୩୬ ) 


ଶୃ ଙରଚ କୋର କବି ଜୟଦେବ କାବ୍ୟ ଶାସ୍ତ୍ରରେ ତିନି ପ୍ରକାର ଶ୍ୃଙ୍ଗାରର ବର୍ଣ୍ଣ ନା କରାଯାଇଛି । 
ଧର୍ମ ଶୃଙ୍ଗାର, ଅର୍ଵଶୃଙ୍ଗାର, କାମ ଶୃଙ୍ଗାର । ଗୀତଗୋବିନ୍ଦରେ କାମ ଶୃଙ୍ଗାର ହିଁ ମୂଖ୍ୟତଃ ଚର୍ଚିତ । 
ସ୍ଵ କୀୟା ରତି ଚର୍ଯ୍ୟାର ବର୍ଣ୍ଣ ନା ଗୀ ତଗୋବି ନ୍ଦରେ ନାହିଁ । ପ୍ରେମ ଅପେକ୍ଷା ଉପଭୋଗ ସର୍ବସ୍ବତା ଏଥ୍‌ରେ 
ବିଦ୍ୟମାନ । ବିରହ କେବଳ ଦେହମି ଜନରେ ଜର୍୍ଚ ରିତ ! କାବ୍ୟରେ ଉତ୍ତୟ ନାୟକ ନାୟି କା କାମ କଳାରେ 
ପ୍ରବଵର । ଏଠାରେ ଗୋପାଙ୍ଗନା କୃଷ୍ଣଙ୍କ ଆଲିଙ୍ଗନରେ ଆବଦ୍ଧ । ପୁଣି ଚୂମ୍ବନ ଦାନରେ ବିହୁଳ । କୌଣସି 
ଗେ।ପୀ ବେତସ କୁଞ୍ଜରେ କେଳି ରତ ଶ୍ରୀ ହରିଙ୍କ ଦେଖି କାମ ତାପିତ ହୋଇ କାଳିନ୍ଦି କୂଳରେ ତାଙ୍କର 
ପରିହିତ ବସ୍ତକୁ ଆକଷିତ କରୁଅଛି । (୧ମ ସର୍ଗ/୪୪) କୃଷ୍ଣ ମଧ୍ଯ ଶ୍ଲିଷାତି କାମପି, ଚୂମତି 
କାମପି , ରସୟିତି କାମାପିରାମାନ୍‌ । ରୀତିରେ ପ୍ରେମିକ ମନେହୁ ଅନ୍ତି । ଭବକ୍ବେଶଦୂରକାରୀ କେଶବ 
କିନ୍ତୁ ନିର୍ବନରେ ଗୋପୀମାନେ ହାସ୍ୟ, କଟାକ୍ଷ ପାତରେ ମୁ କୁଜିତ କେଶ ପାଶ ବାନ୍ଧିବା ଛଳରେ ଉର୍ଦ୍ତକୁ 
ଉରୋଳତି କରୁଥ୍ବା ବାହୁ ମୂଳରୁ ସେମାନଙ୍କର ପୀନକୂଚ ଦେଖାଇବା ବେଳେ ସସ୍ତିତ ବଦନରେ 
ସେମାନଙ୍କ ବକ୍ଷ ଉପରୁ ବସ୍ତର ଅପସାରିତ କରିଦିଅନ୍ତି । 
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କାବ୍ୟର ମୁଖ୍ୟ ନାୟିକା ରାଧାଙ୍କର କେଶଠାରୁ ପାଦ ନଖ ପର୍ଯ୍ୟନ୍ତ ଶୃଙ୍ଗାରି କ ବର୍ଣ୍ଣନାରେ 
ପରିପୂର୍ଣ୍ଣ । ରାଧାଙ୍କର ମଧ୍ୟ ସମ୍ଭୋଗ ଲାଳସାରେ ଉଗ୍ରତା ବଶ୍ଣ୍ିତ । ରସିକ କୃଷ୍ଣ ମଧ୍ୟ ରାଧାଙ୍କର ପୀନସ୍ତନ 
ଓ ଉରୁ, ନିତମ୍ବର ଚିନ୍ତାରେ ଆଛନ୍ନ ! ରାଧାଙ୍କ ସହ ପ୍ରତାରଣା କରି ଅନ୍ୟ ନାରୀ ସମ୍ଭୋଗ ଅପରାଧ 
ପାଇଁ ସେ ଯେଉଁ ପ୍ରକାର ଶାସ୍ତି ରାଧାଙ୍କଠାରୁ ଆଶା କରୁ ଛନ୍ତି ତାହା ମଧ୍ଯ ଏଠାରେ ବିଚାର୍ଯ୍ୟ । “ହେ 
ମୁଗ୍ଧ ନାରୀ, ତୋର ତୀବ୍ର ଦଶନାଘାତରେ ମତେ ଆଘାତ କର, ତୋର ଦୂଇଭୂଜ ପାଖରେ ମତେ 
ଦୃଢ଼ଭାବରେ ବାନି ପକାଇ ତୋର ପୀନସ୍ତନ ଦ୍ଵାରା ମତେ ନିବିଡ ଭାବରେ ପୀଡ଼ନ କର- ଏହାହିଁ ହେବ 
ତାଙ୍କ ପ୍ରବଞ୍ଚନାର ଶାହ୍ତି । ( ୧୦ମ / ୧୧ ) ଠିକ୍‌ ସେହିପରି ଶ୍ରୀରାଧାଙ୍କ ଭୂଜ ବନ୍ଧନରେ ବନ୍ଦୀ, ଘନ କୂଚ 
ଭାରରେ ପୀଡିତ, ନଖ ଆଘାତରେ ଜର୍ଜରିତ, ଦଶନ ଦର! ଓଷ୍ଠରେ କ୍ଷତ ବିକ୍ଷତ, ନିତମ୍ବ ଦ୍ଵାରା ତାଡିତ, 
କର ପଲୁବ ଦ୍ଵାରା କେଶ ଅବନମିତ ତଥା ଅଧର ମଧୁ ପାନରେ ମୋହିତ ହେଲେ ମଧ୍ଯ ପ୍ରଣୟୀ ଶ୍ରୀକୃଷ୍ଣ 
ଅନିର୍ବଚନୀୟ ତୃପ୍ତି ଲାଭ କଲେ ।( ୧୨/୧୧) 


ଅନ୍ୟତ୍ର ଗୀତଗୋବି ନ୍ଦରେ ଦେଖାଯାଏ କାମପୀଡ଼ାରେ କବଳିତ ହୋଇ ଶ୍ରୀରାଧା ଶ୍ରୀକୃଷ୍ଣଙ୍କ ବକ୍ଷ 
ଉପରେ ରହି ବିପରୀତ ରତି କେଳିରେ ଆଲିଙ୍ଗନ, ଚୁମ୍ବନ, ଜଘ୍ରନ ତାଡ଼ନ, ପୟୋଧରପୀଡ଼ନ, ନଖ 
ଦନ୍ତ କ୍ଷତ ଆଦି ସହକାରେ ରତିରଣ ଜୟ ଆଶାରେ ପ୍ରି ୟତମଙ୍କୁ ନିରସ୍ତ କରିବାପାଇଁ ଯେଉଁ ଉଦ୍ୟମ 
ଆରମ୍ଭ କରିଥ୍‌ଲେ ତାହା କିଛି ସମୟ ପରେ ଶାନ୍ତ ହୋଇ ଯାଇଥଲା ! ତେଣୁ ତାଙ୍କର ଜଘନ ଦେଶ 
ନିଶ୍ଧଭେଷ୍ଟ, ବାହୁ ଯୁ ଗନ ଶିଥ୍‌୍କିତ, ନୟନ ନିମୀଳିତ, ବକ୍ଷଦେଶ କମ୍ପିତ ତଥା ସର୍ବାଙ୍ଗ ସ୍ତମ୍ଭୀଭୂତ ହୋଇ 
ଯାଇଥଲା | ( ୧୨/୧୨) ଗୀତଗୋବିନ୍ଦ ତେଣୁ ସମ୍ଭୋଗ ଲୀନା ରସମୟ ବର୍ଣ୍ଣନାରେ ଭରପୂର । 
ଗୀତଗୋବି ନ୍ଦରେ କୃଷ୍ଣ ସଂପୂର୍ଣ୍ଣରୂପେ ପ୍ରେମିକ ପୁରୁଷଟିଏ । ତାଙ୍କର ପ୍ରେମିକାର ସମସ୍ତ ଆଚରଣକୁ 
ସେ ସ୍ଵ।ଭାବିକ ମନେ କରି ଅଛନ୍ତି 


ସେଥ୍ପାଇଁ କବି ସୃ ଷ୍ଟ କରି ଦେଇଛନ୍ତି ଚନ୍ଦ୍ରକୁ ଦେଖିଲେ ତୁଙ୍ଗ ତରଙ୍ଗ ଭାଙ୍ଗି ଯେପରି ସମୁଦ୍ର 
ଉଦ୍‌ବେଳିତ ହୁଏ ରାଧାଙ୍କ ବଦନଚନ୍ଦ୍ର ବିଲୋକନରେ ମାଧବଙ୍କର ସେପରି ଆନନ୍ଦ ଉଦ୍‌ବେଳିତ 
ହୋଇ ଉଠିଛି । ଯେଉଁ ଅଭିଳାଷ ଅନ୍ତରରେ ଅପୂର୍ଣ୍ଣ ହୋଇ ରହିଥ୍‌ ଲା ତାହା ପରସ୍ପର ମଧୁର ମି ଳନରେ 
ପରିପୂର୍ଣ୍ଣ ହୋଇଉଠିଛି । + + ଏହି ମଧୁର ମି ଜନ ପର୍ଯ୍ୟନ୍ତ କବି ଜୟଦେବ ରସି କ ପାଠକମାନଙ୍କ 
ପହଞ୍ଚାଇ ଦେଇ ଅଛନ୍ତି । ( ୧୧/୨୪) 
Reference Books 

ଜୟ ଦେବ - ଚକ୍ରଧର ମହାପାତ୍ର 


ଉତ୍କଳୀୟ କବି ଜୟଦେବ- ସଂପାଦନା- ଅଧ୍ୟାପକ ପଠାଣି ପଟ୍ଟନାୟକ ( ସାରଳା ସାହିତ୍ୟ ସଂସଦ 
ପ୍ରକାଶନ) 


ଗୀତଗୋବିନ୍ଦଂ ଅନୁବାଦ- ପଶ୍ରିତ ନୀଳମଣି ମିଶ୍ର । 
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